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THE PROBLEM AND DEFINITIONS OF TERMS USED 
Much has been said about Emerson and h i s  writings. 
Work has been done i n  understanding h i s  Transcendentalist  
theory and h i s  influence on other wr i te rs  of h i s  time and 
a f t e r .  L i t t l e  has been done i n  the study of l i t e r a r y  
devices used by Emerson: therefore,  t h i s  study w i l l  concen- 
t r a t e  on Emerson's concept of nature as manifested through 
h i s  l i t e r a r y  devices. 
I. THE PROBLEM 
Statement of the problem. The purpose of t h i s  study 
I 
< 
waa (1) t o  a sce r t a in  Emersonls concept of nature as mad- - 
i 
1 f e s t ed  i n  Nature, "The Poet," nCi rc les ,n  and "Nature," ( 2 )  a 1 
t o  iden t i fy  the  l i t e r a r y  devices used f o r  m t u r e ,  and (3) t o  
evaluate the  e i feot iveness  of E3nersonts usage of l i t e r a r y  
devices f o r  nature. 
J u e t i f i o a t i o n  -- of the study. Emerson should be 
etudied I n  depth, as it was he who became a spokesman of 
nineteenth century Amrim. I n  the pas t ,  s tud ies  on 
Emersonian l i t e r a r y  devices have been l imited t o  the  organic 
metaphor or  the symbolism used by Emerson. This l imi t a t ion  
t o  the  organic metaphor aan possibly be explained by the  
f a c t  t h a t  Emerson himself was obsessed by the  idea of nature 
2 
as a metapho~ and he introduced the idea of an organic 
metaphor t o  the l i t e r a r y  world. Pet Emerson uses a l l  types 
of l i t e r a r y  devioes i n  h i s  works. Thus, t o  r e a l l y  under- 
stand Emerson, one must make a more extensive study, 
examining a l l  l i t e r a r y  devices r a the r  than l imit ing the  
study t o  one device. By concretely showing the l t t e r a r y  
devices found i n  Emersonls writ ings on nature,  one can reach 
8 conclusion as t o  whether Emerson e f fec t ive ly  nses the  
l i t e r a r y  devices. 
Since Gmersonls f i r s t  essay, Nature, has the  seeds of 
thought f o r  a l l  h i s  future  essays, Nature w i l l  be a key 
reference. Three other  essays dealing spec i f i ca l ly  with 
nature,  "The Poet, "Circles, and "Nature, fl w i l l  a l s o  be 
s tudied i n  m e a t  d e t a i l .  Other writings of Emerson w i l l  be 
re fer red  t o  when they ham spec i f ic  relevance t o  the dis-  
cussion. 
Through t h i s  study a b e t t e r  understanding of Emerson 
can be developed. Only through intensive-extensive study 
can a teacher f u l l y  appreciate and understand a wr i t e r  and 
e f fec t ive ly  present the  wr i te r  and h i s  works t o  the students 
i n  the  classroom. 
Secondary sources as shown i n  the bibliography w i l l  
ba read t o  a i d  i n  discussing Emersonts views on nature.  
Rom the primary and secondary souroas, a baslo aoncept of 
Emersonls idea of nature w i l l  ba ascertained and an 
Emersonian d e f i n i t i o n  of nature oan be given. 
3 
This concept of nature w i l l  be reached only a f t e r  
ca re fu l  examination of the  primary sources f o r  the  l i t e r a r y  
devices used f o r  the word nature, The following l i t e r a r y  
devices w i l l  be ident  i f  led: s imile o r  metaphor, symbols , 
a l lus ions ,  synecdoche, metonymy, personif i ca t ion ;  sensory 
imagery (v i sua l ,  t a c t i l e ,  gustatory,  k ines the t ic ,  o l factory,  
and audi tory,  including a l l i t e r a t i o n ,  assonance, and 
onomatopoeia); hyperbole, l i t o t e s ,  euphtlism, and aureate  
terms. 
From a study of Emerson's philosophy i n  writ ing as 
seen i n  h i s  essay, nThe Poet," and the  Language Section i n  
Emerson's book, Nature, reasons can be found f o r  Ehersonts 
using pa r t i cu la r  l i t e r a r y  devices. A n  evaluation of t he  
effect iveneas  of Emersonts usage of l i t e r a r y  devices f o r  the  
word nature w i l l  complete the study. The evaluation of 
effect iveneas  w i l l  be reached (1) by noting fram Emerson's 
arm works what he thought was important f o r  a w r i t e r  t o  do, 
( 2 )  by reading what  other c r i t i c s  f e e l  Emerson has done, and 
(3) by seeing if Emerson ac tua l ly  d id  what he thought WRS 
important. 
11. DEFINITIONS OF T r n S  BSED 
Emerson's ooncept of nature w i l l  be defined i n  the 
chapters following. A l l  l i t e r a r y  devices w i l l  be defined 
jus t  praceding t h e i r  usage i n  the  study. This method should 
f a c i l i t a t e  reading direct ly  through the paper rather than 
returning t o  t h i s  seetion of the paper for definitions.  
To avoid confusion, Nature underlined represents the 
book or Emerson's f i r s t  essay on nature, whereas nNaturen i n  
quotations marks s ign i f i e s  the essay from h i s  Second Series. 
SENSORY IMAGERY FOR N A T W  
Possibly the  key t o  Emersonfs sensory imagery can be 
found i n  the  Beauty seotion of Nature. After completing the  
Commodity sect ion,  Emerson s t a t e s  t h a t  wA nobler want of man 
1 Is served by nature,  namely, the  love of Beauty. Emerson 
develops t h i s  idea of nature a s  beauty i n  s t a t ing :  
To the a t t e n t i v e  eye, each moment of the  year has i t s  
own beauty, and i n  the same f i e l d ,  it beholds, every 
hour, a pic ture  whlch w a s  Fever seen before, and whlch 
s h a l l  never be seen again. 
Emerson continues t o  develop h i s  concept of nature as beauty 
through the  use of sensory imagery. 
Gusta tor l ly  speaking, i n  "The Poetn Emerson speaks of 
t he  bards who "love wine, mead, narcot ics ,  coffee, t e a ,  
3 
opium, fumes of sandalwoad and tobacco, but very feu ( the  
t rue  poets)  receive the  "true nectar ,  whlch is the  ravish- 
4 
mant of the  i n t e l l e c t  by coming nearer t o  the  fac t . "  
Emersun continues t h i s  imagery by s t a t i n g  t h a t :  
Milton says t h a t  the l y r i c  poet m y  dr ink  wine and 
l i v e  generously, but the epic  poet, he who s h a l l  sing 
1 Brooks Atkinson (ed. ) , Nature I n  - The Selected 
Writings of ~ m e r s o n ~ ~ o r k :  The >:&ern 
Library, 
*1bld -* ' pp. 10-11. 
3 ~ b i d  -* * "The Post,  It p. 332. 
of t he  gods and t h e i r  desce t unto man, must dr ink 
water out of a wooden bowl. f 
Emerson shows t h a t  the  poet must be very c lose  t o  nature s o  
t h a t  "he should be t i p s y  with water,'' r a t h e r  than using the  
a r t i f i c i a l i t y  of wine, mead, and narcot ics .  
Emerson e f f e c t i v e l y  shows beauty i n  the  s imp l i c i t y  of 
water i n  a wooden bowl. Only by being close t o  nature and 
l i v i n g  i n  nature can the  poet see the  t r u e  beauty of nature.  
Here is  no glut tonous approach t o  nature,  r a t h e r  a r e s t r a ined  
Epicurean de l igh t  i n  simply drinking water. 
One normally cannot f ind beauty i n  k ines the t i c  o r  
motor imagery. Thus, Emerson avoids using very m c h  of t h i s  
imagery I n  descr ib ing nature. The in t roductory  poem t o  "The 
Poetw s t a t e s :  
A moody ch i ld  and wildly wise 
Pursued the game with joyful eyes, 
Which chose, l i k e  meteors, t h e i r  way. 
And r ived  the  dark with p r iva te  ray: 
They overleapt  the  har izonls  edge, 
Searched with Apollols  p r iv i lege ;  
Through man, and woman, and sea ,  and star 
Saw the  dance of nature forward f a r .  3 
The overleaping an8 dancing of nature could be c l a s s i f i e d  8s 
k ines the t ic .  Emerson a l s o  s t a t e s  that nno mountain is of 
any appreciable height t o  break the  curve of the  sphere. fi 
4 
None of these quotations show true muscular Imagery i n  
nature The s o l i t a r y  i l l u s t r a t i o n  found ment ioning force 
is: nan emotion communicates t o  the i n t e l l e c t  the power t o  
1 
sap and upheave Natureen Here the power he mentions Is 
through aonversation. Thus one can Infer  t h a t  Emerson 
v isua l izes  nature as passive r a the r  than act ive.  
Emerson's t a c t i l e  Imagery merges and blends with h i s  
v i s u a l  Imagery. Emerson reveals the softness i n  nature and 
consis tent ly  avoids the harsh, sharp, rough, touch images, 
Thus he remarks t h a t  clouds reveal  f lakes  "of unspeakable 
2 
softness.  Emerson a l s o  speaks of the "softness and beauty 
of the  summer clouds f loat ing feathery overhead." 3 
Emerson i s  a l s o  consistent i n  revealing h i s  concept 
4 
of nature through the nwarm wide f i e l d s ,  and "the wood- 
f i r e  t o  which the chi l led t r ave l l e r  rushes f o r  safety.n5 As 
opposed t o  the warmth of nature, Emerson shows the coolness 
of nature i n  the "cool and disengagedn6 air. the "shrlnklng 
from cold. and "snow l e f t  i n  cold d e l l s  and mountaln 
8 
c l e f t s ,  the "deadly cold poles of the earth.  n9 and "the 
blowing of s l e e t  over a wide sheet of water and over the 
2 ~ b ~ d  -* * N~ture .  p. 10. 
"Circles, " p. 
'1bld -. 1 "Nature," p. 412. 
8 
1 
plains ."  I n  every case Emerson shows the  coolness of 
nature  from a fa r .  When man comes close t o  nature,  he is 
w a r m .  The w a r m t h  is mellow, gen ia l ,  agreeable t o  the  
senses. Even the  cold i s  not piercing o r  agonizing, but can 
be pleasurable and beau t i fu l  If seen from a distance.  
I n  *!The Divini ty  School Addressn Emerson speaks of 
having been i n  the  church l i s t en ing  t o  an  uninspiring 
preacher when he looked out a t  t he  snowstorm: 
A snow-storm w a s  f a l l i n g  around us. The snow-storm 
w a s  r e a l ,  the  preacher merely spec t ra l ,  and the  eye f e l t  
the  sad cont ras t  i n  looking a t  him, and then out of the  
windo behind him i n t o  the  beau t i fu l  meteor of the  
snow. h 
The poem, "The Snow-Storm,11 shows the  snow, but 
Emerson Is again  on the  ins ide ,  where it is warm, looking 
out a t  t h e  cold: 
Announced by a l l  the trumpets of the  s e ,  
Arrives the snow, and, dr iv ing o 'er  the  f i e l d s ,  
Seems nowhere t o  a l i g h t :  the  whited a i r  
Iiides h i l l s  and woods, the r i v e r ,  and the  heaven, 
And v e i l s  the  farm-house a t  the garden's  end. 
The s led  and t r a v e l l e r  stopped, the  c a u r i e r l s  f e e t  
Delayed, a l l  f r i ends  shut out,  the  housemates sit 
Around the  rad ian t  f i rep lace ,  enc103ed I n  a tumultuous privacy of a storm. 
I n  both cases a e r s o n  looks a t  the snow through the  window 
and anjoys i t s  beauty. 
Emerson admittedly s t a t e s  t h a t  he has no musical ea r ,  
but he does use audi tory  Imagery. Certainly h i s  writings on 
'1bld -* , "The Divini ty  School Addnss,  p. 77. 
3 ~ b l d . ,  - "The Snow-Storm. p. 768. 
9 
s i lence  or absence of sound a r e  a s  audible as loud sounds, 
f o r  s i lence ,  too,  can be heard. In  Nature he speaks of "the 
sky with Its e t e r n a l  calm,1f1 the woods with i ts  lleternal 
2 
calm," the l l s l l en t  sea, n3 the farm's Ifmute gospel,  w 4  and 
"deaf and dumb nature. n' In "The Poetn he remarks t h a t  "the 
6 path of things Is s i l en t . "  I n  I1Naturef1 one f inds  the  
8 l1s1lent trees.ll7 the I1peace of the morning." and the  "sense 
of s t i l lness .119 This s t i l l n e s s  i n  nature shows, again. i ts 
pleasurable side.  The very absence of any mention of the 
noise of the machines In  the Indus t r ia l  world shows that 
Emerson chose t o  see only the beauty of passive nature. I n  
t h i s  case, na ture ' s  s o f t  quietness Is beauty. 
Emerson speaks of the musical qua l i ty  In nature, but 
he does not  seem t o  show the varied m s i c  available.  He 
s t a t e s  t h a t  a rch i tec ture  is  "frozen music, "I0 "air is 
music, and there  i s  a ~mus lca l  order. l2 several  times 
Emerson t e l l s  of the music In the breeze when "the south 
wind converts a l l  t r e e s  t o  wind-harpsen 13 
1 
Ibid.,  Mature, p. 15. 
- 2 ~ b i d . ,  - p. 10. 
4 Ibid p .23 .  
-- , 
6 Ibid., "The Poet," p. 332. 
-
7 ~ b i d . .  - "Nature. r1 p. 419. 
9 Ibib., p. 419. 
-
l01bid.. - Nature, p. 24. 
l l lb id . ,  - nThe Poet. " p. 322. 
He hears the echoes of a horn I n  a h i l l  country, ln  
t he  Notch Mountains, f o r  example, wh ch converts t he  
mountains i n t o  an  Aeolian harp . 1 
Though speaking of music, Emerson l i m i t s  himself by non- 
descr ip t ion ,  and thus he develops poor sound images. He 
does no t ,  f o r  example, t e l l  i f  the  music is  ful l- toned o r  
muted. 
B i r d s ,  t r e e s ,  and r i v e r  sounds a r e  mentioned, but  
Emerson does very l i t t l e  t o  a u d i t o r i l y  descr ibe  the  sounds 
of nature  i n  onomatopoeic words. He t e l l s  of the  "songs of 
wood-birds, n2 the  "foaming brook,n3 the  "notes bf  b i rds ,  " 4 
and the  "cracking and spurt ing of hemlock i n  the  flames; o r  
of pine l o g s m n 5  Emerson's bes t  onomatopoeia Is as t he  
"pines murmur, t he  river r o l l s  and shines." 6 
Emerson hears the  beauty of nature,  but  firvZs no 
discordant  sound. The one example found is Emerson's 
i l l u s t r a t i o n  of Swedenborg as a g r e a t  t r a n s l a t o r  of nature 
I n t o  thought: The I1noise which a t  a d i s tance  appeared l i k e  
gnashlw and thumping, on coming nearer  was found t o  be the  
voice of d i s p u t a n t s m n 7  I n  t h i s  case, it was not  nature t h a t  
made the  unpleasant sound. 
'1b1d -* * p.  409.  bid., - " C i r ~ l e s . ~  p. 286. 
3 ~ b l d . ,  - "Nature, p. 411. 4 ~ b l d m ,  - W t m ,  p. 36. 
~ I ~ I B . ,  - "Nature," p. 408. 6 ~ b i d . ,  - N a t u r e ,  p .  18. 
' -m Ib id  ' 
Emerson uses very l i t t l e  assonance and a l l i t e r a t i o n  
i n  nature.  He does s t a t e  t h a t  "the woods wave . . . the  
r i v e r s  rol lw1 as mentioned before. Repeti t ion of the  1 and 
- 
b sounds Is found i n  the nwhirling bubble on the surface of 
-
2 
a brook. It An excel lent  s i b i l a n t  sound is developed when he 
descr ibes  himself as l l s ta r t ing  a t  s ight  of a snake or  a 
sudden noise. n' This hissing sound aids i n  shoring the 
snake. 
Auditory Imagery i s  e f fec t ive  i n  showing one aspect  
of beauty i n  nature. Emerson l i m i t s  himself t o  the  s o f t ,  
sweet, harmonious sounds of nature,  and avoids, f o r  the most 
p a r t ,  mentioning any loud, shril l ,  or  discordant sound. 
Olfactory Imagery follows i n  the same vein  as before 
mentioned i n  showing the sweet fragrances of nature r a the r  
than heavy fumes or  the  smell of pest i lence and decay. 
Emerson f inds  a n  aspect  of sweetness i n  nature as myesterday 
4 
breathed perfume, and moral sentiment "scents the air.  n5 
Light perfume p e r s i s t s  i n  Ifthe scents  and dyes of flowers," 6 
and tfheavenfs sweetest a i r . l l ?  Emerson adds t h a t  "the a i r  
had s o  much l i f e  and sweetness t h a t  it w a s  a pain t o  come 
within  doors. " 8 
1 2 
Ibid.,  Nature, p. 18. 
-
- Ibid. ,  nNature,n p. 412. 
4 ~ b l d . ,  - Nature, p. 7. 
Emerson mentions the  open a i r  as g o d  i n  opposition t o  
the  musty air of an enclosed area:  
The use of symbols has a ce r t a in  power of emancipa- 
t i o n  and exhi la ra t ion  f o r  a l l  men. We seem t o  be 
touched by a wand which makes us dance and run about 
happily, l i k e  children. Me a re  l i k e  persons who come 
out of a cave or c e l l a r  i n t o  the open air. This is  the  
e f f e c t  on us of t ropes ,  fab les ,  oracles and a l l  poet ic  
forms. Poets a r e  thus l ibera t ing  gods. 1 
No negative odors a r e  used by Emerson. Obviously the  
sweet fragrances of nature dominate i n  Emerson's mind, and 
t h i s  is i n  keeping w i t h  h i s  concept of beauty i n  nature. 
Emerson pinpoints v i sua l  imagery as 
. . . the  p l a s t i c  power of the human eye, t h a t  the 
primary forms, as the sky, the mountain, the t r e e ,  the 
animal, g ives  us a de l igh t  i n  and f o r  themselves; a 
pleasure a r i s i n g  from out l ine ,  color,  motion, and group- 
ing. This seems pa r t ly  o w i p  t o  the  eye i t s e l f .  The 
eye i a  the best  of artists. 
Visual imagery dominates i n  h e r s o n ' s  essays, as over one 
half the  sensory images a re  visual .  Within the v i s u a l  
imagery, one f inds  the  beauty of color. 
&erson va r i e s  the mundane blueness of the  sky by 
c a l l i n g  it "a blue heaven, lt3 an  "azure sky, 114 and a "blue 
zenith.w5 Even Carlyle was a t t r ac t ed  t o  thls color as he 
wrote t o  Emerson: llYour azure-colored Nature gave me t rue  
s a t i s f a c t i o n .  4 
1 Ibid . ,  "The Poet," p. 334. 
-
" 
2 ~ b i d . ,  - ~ a t u r e .  p. 9. 
4 ~ b i d . ,  - Nature, p. 24. 
'1bld -a , "The Poet. p.  341. 
5 ~ b i d .  - , "Nature. " p. 408. 
6 Frederic Ives Carpenter, Emerson Handbook (New York: 
Handricks House, Ino., 1953). p. 53. 
Emerson adds contras t  t o  the  blue i n  descrfbing the 
1 morning sky as "an aurora of a sunr ise ,  and a rvcrimson 
2 l i g h t . "  The blue-red spectacle i n  the  sky continues w i t h  
. " sp i r e s  of flame i n  the  sunset with the blue e a s t  f o r  t h e i r  
3 backgroundmrl Throughout a l l  t h i s  v i sua l i za t ion  of the  sky, 
Emerson l i m i t s  himself t o  the  primary colors .  This is 
d e f i n i t e l y  i n  keeping with Emersonf s des i r e  t o  s t a y  close t o  
na ture ,  t o  observe Its s impl ic i ty ,  and t o  e s t a b l i s h  i t s  
b a s i c  r e l a t i onsh ip  t o  l i f e .  
Also on the  e a r t h ,  Emerson sees only the  beau t i fu l  
colors .  He speaks of the  "blue pontederia o r  pickerelweed 
blooms I n  l a rge  beds I n  the  shallow p a r t s  of our pleasant  
river, and swarms w i t h  yellow b u t t e r f l i e s  i n  continual  
4 5 
motionsn The "purple mountains, and the  "brownest, 
6 homeliest commonn a l s o  add t o  t h i s  beauty of natnm.  It is  
l n t e r e s t i w  t o  note t h a t  Emerson never uses  clashing colors .  
This Is cons i s ten t  wi th  Emerson's view of nature as beauty. 
Emerson wants t o  show harmony i n  nature and compatible 
co lors  do just  t h a t .  
Emerson loans toward the  warmer colors  of nature. 
Graen, a reoognlzed cool color ,  is r a r e l y  found i n  N s  
' ~ t k i n s o n ,  OJ. - c l t . .  
2 
Ibid. ,  Nature, p. 10. 
- 31bids -
4 Ibid.*p pa 11. 
- 
',bid -* * p. 12. 
14 
writ ings.  Even the blue sky, with its somewhat cooling 
e f f e c t ,  w a r m s  i t s e l f  with the "pink flakest1' of the  clouds 
and the red and orange flaming colors mentioned e a r l i e r .  
Emerson conveys warmth i n  nature through the "yellow a f t e r -  
3 noons of October, 112 the "yellow l e a f ,  and the  "yellow 
4 b u t t e r f l i e ~ , ~  One notes tha t  Emerson does not see the 
ugly, dark, ominous storm clouds, but r a the r  the pink 
f l akes  ; t h a t  Emerson does not see the dark, ra iny October 
days with the  shriveled dead leaves on the t r e e ,  but r a the r  
the  yellow afternoons of October with the yellow l ea f .  
Emerson c l a r i f i e s  the importance of warmth i n  s t a t ing :  
A l i t t l e  heat ,  t ha t  is a l i t t l e  motion, is  a l l  t h a t  
di f ferences  the  bald dazzling white and deadly cold 
poles of the e a r t h  from the p r o l i f i c  t r o p i c a l  climates. 
Possibly,  Emerson is a l s o  saying i n  the above quotation t h a t  
he sees  even opposites as near-harmonious. 
Emerson is consistent  in showing nature as co lor fu l  
and pleasing t o  the eye. Nature is w a r m  and na tu ra l  i n  i ts 
colors. Even In Emerson's painting of nature, one does not 
see a r t i f i c i a l i t y .  Nature becomes a "painted elementn6 when 
Emerson and h i s  f r iend leave 
. . . the world of v i l lages  and personal i t i es  behind and 
pass i n to  a de l i ca t e  realm of sunset and moonlight too 
I 
Ibid. ,  Nature, p. 10. 
-
Z Ibid.,  p. 11. 
-
3 ~ b i d . ,  - I1The Poet ," p. 323.  bid., - Nature, p. 11. 
%bid. -, tlNature, " p. 412. 6 ~ b i d . ,  - p. 408. 
I br igh t  almost f o r  s ~ o t t e d  m n n  kn evrt-er w 4  t h r r l r t  r r r m 4 t ~ n t m  
~ - -r - - - -- I-- - - . * V I A  .. -C V I I Y U V  I L W I  . L W . L U V "  
and-probation. 
"Painted1' imply unnaturalness,  but Emerson s t a t e s  t h a t  
he and h i s  f r i end  llpenetrate bodily t h i s  incredible  b e a ~ t y . ~  
To f u r t h e r  c l a r i f y ,  Emerson cont ras t s  the beauties  of nature 
- 
with the  "ugliness of towns and palaces.11' 
- 
In  "The Poett1 Emerson explains tha t  
AS, i n  the  sun. objects  ~ a i n t  h e i r  imanes on t h e  
" - - -  A: -~ ---- - - - -  -- v-- --- ---- 
r e t i n a  of the  eye; so t h e ~ .  s h a r i m  the  a s ~ i r a t i o n  of 
- - 
the  whole universe. tend t o  ~ a i n t  a far moEe d e l i c a t e  
. --- 4 - - -  - --- - copy of t h e i r  essence i n  h i s  mind. 
The paint ing thus  becomes a na tu ra l  v i sua l  Image, 
I n  h i s  Journal  en t ry  of February, 1844, Emerson 
s t a t e s  t h a t  t he  llsnowbanks were sprinkled with tobacco 
juice,  n5 The September, 1850, en t ry  t e l l s  t h a t  Wallis Is 
Pond i s  "covered l i k e  sugar-baker's molasses.n6 Both of 
these  descr ip t ions  show brown on white,  but give d i s t i nc -  
t i v e l y  d i f f e r e n t  connotations. Tobacco Juice gives  a nega- 
t i v e  connotation, which is exactly what Emerson wants t o  do 
t o  show dualism. Emerson was an unhappy d u a l i s t  a t  t h i s  
- - - 
point  i n  h i s  w r i t i n g ,  as he could not unify  mind and matter.  
'1bid. - ' I b id  -. ' "The Poet ,"  p. 33 
J ~ t e p h e n  E. Whicher (ed. ) , c Select ions from R a l  h 
Waldo ~rnersbn (Boston: Houghton A i f  f l l n   omp pax &, 
*- d 
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~ l t h o u g h  he would l i k e  t o  see nature only philosophical ly 
and s p i r i t u a l l y ,  he cannot come t o  the bel ief  t h a t  the re  is 
no physical  world. A s  a d u a l i s t ,  Emerson sees  both t he  
phys ica l  and s p i r i t u a l .  There can be beauty i n  the  snowbank, 
but  it 1s spoiled physical ly  by the  tobacco juice s t a in .  
Emerson uses the  molasses coloring f o r  the pond t o  
g ive  a good connotation. Emerson was enjoying nature as he 
addled across  the  pond and then s w a m  i n  the  water t h a t  
"sptember day. 
A t  t h i s  point  it seems worthwhile t o  note t h a t  i n  h i s  
ournals ,  Emerson accumulated i n  the  course of years  a s t o r e  
f observations,  r e f l e c t  ions, and perceptions. The journal 
n t r i e s  revealed i n  t h i s  paper show some t r u l y  concrete and 
f # 
t 
< 
ttgoodfl images. From h i s  journal, Emerson developed h i s  . - ; 
l e c t u r e s ,  and from the  l ec tu re s  he developed h i s  essays. ? 
uring t h i s  process of rewrit ing and pollshlng,  Emerson 
eems t o  have l o s t  the  vividness i n  sensory i m g e s  that w a s  
r i g i n a l l y  found i n  h i s  journals. Possibly a e r s o n  became 
oo f a r  removed from nature when he wrote h i s  essays. 
mersonts published essays have l o s t  the  v iv id  concreteness 
f his observations of nature as he t r u l y  s a w  and recorded 
hem i n  h i s  journals ,  thus h i s  essays r e s u l t  i n  general  and 
~ f t e n t i m e s  meaningless sensory images= 
For example, one of Emersonts bes t  observations can 
be found i n  h i s  March 27, 1838, Journal recording: 
But go i n t o  the  fo res t ,  you s h a l l  f ind  a l l  new and 
undescribed. The honking of the  wild geese f ly ing  by 
n igh t ;  the t h i n  note of the companionable titmouse i n  
the  winter day; the f a l l  of swarms of f l i e s ,  i n  autumn, 
from combats high i n  the  a i r ,  pat ter ing down on the  
leaves l i k e  r a i n ;  the angry h iss  of the wood-birds; the  
pine throwing out its pollen f o r  the  benef i t  of the  next 
century; the turpentine exuding from the t r e e ;  --and 
indeed any vegetat on, and animation, any and a l l ,  a r e  
a l i k e  unattempted. i 
This quotat ion w a s  used i n  Emerson's Dartmouth Address on 
"Li terary   ethic^,^ and it vividly  shows nature as man may 
see  it. On May eleventh of the  same year,  Emerson mentions 
t h a t  the  nfrogs pipe; waters f a r  off t i nk le ;  dry leaves 
2 h i s s ;  g ra s s  bends and  rustle^.^ Never i n  h i s  essays does 
Emerson achieve the same excellent  auditory images and 
closeness with nature as he does i n  the  two journal e n t r i e s  
quoted above. 
In  h i s  essay, Xature, Emerson does not just  tu rn  t o  
the  f o r e s t  and perceive nature a t  t h a t  one pa r t i cu la r  place 
as w a s  seen i n  h i s  journals. Rather, he seems t o  prefe r  the  
more panoramic and thus,  more general,  observation of nature 
The shows of day, the dewy morning, the  rainbow, 
mountains, orchards i n  bloss m, star, moonlight, 
shadows In s t i l l  water . . . 9 
Eherson is apa r t  from nature a s  he even suggests in h i s  
essay,  Nature, t h a t  the  vegetables a re  nodding acquaintances, 
not r e a l  f r iends :  
'1bid -* ' p. 86.  bid. -
3 ~ t k l n s o n .  2. G., Nature, p. 11. 
The g rea t e s t  de l igh t  which the f i e l d s  and woods 
minis ter  is  the  suggestion of an occult r e l a t i o n  between 
man and the  vegetable. I a m  not alone and unaclcnow- 
ledged. They nod t o  me, and I t o  them. The waving of 
the  boughs i n  the  storm is  new t o  me an p old. 1t takes 
me by surpr ise ,  and ye t  is not unhown. 
Later ,  i n  h i s  Journal entry  of January 31, 1841, 
Emerson speaks of a closeness t o  the fo res t :  
A l l  my thoughts a r e  fores ters .  I have scarce a day- 
dream on which the  breath of the pines has not blown, 
and t h e i r  shadows waved. S2al l  I not then c a l l  my 
l i t t l e  book Forest Essays.? 
Yet, I n  "Nature, Second Ser ies ,  h i s  proposed "Forest 
Essays," no vivid ,  concrete observation of nature i n  the  
f o r e s t  is found. Nothing can be found i n  h i s  essays of h i s  
own close observations, yet  he has recorded i n  h i s  Journal: 
Last night  the moon rose behind four d i s t i n c t  plne- 
t r e e  tops i n  the  d i s t a n t  woods and the night a t  t e n  was 
s o  br ight  t h a t  I walked abroad . . , Nature grows over 
me.  Frogs pipe, waters f a r  off t i n k l e ;  dry leaves h iss ;  
g ra s s  bends and r u s t l e s ,  and I have died out of the  
human world and come t o  f e e l  a strange,  cold, aqueous, 
terraqueous, a e r i a l ,  e therea l  sym thy and existence. 
I sow the sun and moon f o r  seeds. !r 
These journal e n t r i e s  show that  Emerson could becoae close 
t o  nature ,  could perceive nature through h i s  senses, and 
could even record h i s  fee l ings  on paper. Unfortunately, 
these vivid  Journal e n t r i e s  were not duplicated i n  h i s  
esaays. Instead, general  and oftentimes meaningless sensory 
images a r e  found i n  h i s  essaya. 
Emerson extends the beauty i n  nature without the  help 
of color .  &aln, Emerson looks toward the sky t o  f i nd  "the 
1 spec tac le  of morning from the  h i l l t ~ p . ~  Emerson seems not 
t o  look t o  the  ground where there  a r e  possible discordant  
f e a t u r e s  of nature, but he l i m i t s  himself t o  t h a t  which is 
pleasing and beau t i fu l  t o  him. Clouds, stars, the  sky, and 
the  sun reappear time and t i n e  again as Emerson looks at  
nature. 
2 
Emerson does not concentrate o r  l oca l i ze  hls visfon;  
he does not  attempt t o  paint  a vivid pic ture  r e a l i s t f c a l l y  
showing the  a l l  of nature visually.  Rather, Emerson looks 
at the  e a r t h  and sQ  as panoramic without de t a i l ed  descrlp- 
t ion.  Possibly one can catch a glimpse of h i s  panoramic 
view without d e t a i l s  as he t e l l s  of the  problem: 
It is an odd Jealousy, but t he  poet finds himself not  
near enough t o  h i s  object. The pine-tree, the r i v e r ,  
the  bay of flowers before him does not seem t o  be 
nature. 
Rather than seeing s p e c i f i c  things i n  nature ,  Emerson tu rns  
t o  *the eee, the  mountain-ridge, Niagara, and every flower- 
4 bed," t o  show that they super-exist i n  pre-cantations. To 
show an  epio song, he misses the  beauty and rhythm of the  
minute: the l i t t l e  wild rose as it f i r s t  is, is but a touch 
1 Atkinson, 9. - c i t . ,  Kature, p. 10. 
2 See above pages 12,  13, and 14. 
3 ~ b i d  -* ' llNature. p. 419. 
4 ~ b i c l . .  - T h e  P a t  ," p. 331. 
of pink on a green stem and then develops i n t o  f u l l  bloom, 
showing each of i t s  velvet  pe t a l s  and i t s  golden cen te r  or  
t he  symmetry of the  de l i ca t e  lacework on the  f e r n  l ea f  along 
t h e  wooded path i n  the  woods. Instead- he t11-m.q to the 
unl 
A 
with i t s  harvest  sown. reaped and stored.  is an  e ~ l c  sonn." I 
ever-changing. He even avoids using specif  i c  names of 
p l an t s ,  b i rds ,  and insec t s :  
t e l l s  the  summer hours. w i l l  make even the  d iv i s ions  of B 
birds and in sec t s .  l i k e  the p lan t s  punctual t o  t h e i r  i 
Emerson does attempt t o  describe water v iv id ly  r a t h e r  
than  t o  jus t  mention it generally.  Water presents  i t s e l f  as 
"a foaming the  "whirling bubbles on the  surface  of 
4 
a brook," and the  "drops of a l l  the seamm5 Emerson dep ic t s  
the  whirl ing bubbles and foaming brook v iv id ly ,  but on 
another  occasion he sees  only the  n re f l ec t ions  of t r e e s  and 
6 
flowere i n  g lassy  l a k e s e n  He chooses not t o  speci fy  t he  
types  of t r e e s  o r  flowers o r  t o  d e s c r i b  them i n  any d e t a i l .  
Emerson is, again,  only seeing the  over-al l  view of the  
beau ts  of nature. 
20 
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. nsp i ra t iona l  work of the farmer, as t o  Emerson "a summer, 
1 
- -- . -  ~~ - * - -  - -4 - 
Emerson takes a wide view of nature i n  showing it as 
The succession of nat ive  p lan t s  i n  the  pastures and 
roadsides,  which make the  s i l e n t  clock by which time 
t h e  day sensible  t o  a keen observer, The t r i b e s  of 
L t ime, follow each- other ,  and- the year  has room f o r  al l .  
- 
1 2 Ib id .  
-
Ib id  Natu- ~ n-  11 - 
- I 
3 
Ib id . ,  "Nature," p. 411. 
4 
- - Ibid. ,  p. 412. 
Emerson continues h i s  theory of nature as beauty i n  
l i s t i n g  the  p a r t s  of nature:  Itthe earnes t  of t he  nor th  
1 wind, o r  r a i n ,  of stone and woodll; "the sun, and moon, the  
animals,  the water and st ones^;^ "the chaff and the  wheat, 
3 weeds and plan* b l igh t ,  r a i n ,  i n sec t s ,  sunn;  I1every dry  
knol l  of sure g rass ,  from every pine, stump and half-imbedded 
4 s tone on which the  d u l l  March sun shines t t ;  and the  nshows 
of day, the dewy morning, the rainbow, the  mountains, 
orchards i n  blossom, stars, moonlight, shadows i n  s t i l l  
water."' Emerson does not  t r y  t o  paint  a v iv id  p ic tu re  of 
na ture ,  but he t r i e s  t o  show that a l l  of nature ,  at any 
time, any place, anything, can be an  object  of beauty. O r ,  
as Emerson s t a t e s :  
Wherever snows f a l l ,  o r  water flows or  birds f l y ,  
wherever day and night meet i n  tw i l i gh t ,  wherever the  
blue heaven is hurg by clouds o r  sown with stars 
there  is a a u t y ,  plenteous a s  r a i n  shed f o r  thee.  6 .  
Emersonls theory t h a t  there  is "unity i n  v a r i e t y n  is  
c e r t a i n l y  developed here as he s t a t e s :  "there is no f a c t  I n  
7 
nature which does no t  carry  the  whole sense of nature."' Ee 
s t a t e s  t h a t  the  e n t i r e  system of th ings  is represented i n  
every p a r t i c l e .  Thus the whole of nature is synonpous with 
ind lv ldua l  aspec t s  of nature. Or as Emerson s t a t e s  I n  h i s  
I L 
Ib id  "The P0et.n p. 326. Ib id . ,  p. 333. 
-. 9 -
2 Ibid.  , Nature, 
-
6 ~ b i d . ,  - Nature, p. 11. 
'1bid.. - "The Poet , I 1  p. 341. 
poem, I1Each and A l l " :  
. . . A l l  a r e  needed by each one; 
Nothing is f a i r  o r  good alone. 
I thought the sparrow's note from heaven, 
Singing a t  dawn on the a l d e r  bough; 
I brought him home, i n  h i s  nes t ,  a t  even; 
He sings the song, but i t  cheers not now, 
For I d id  not bring home the  r i v e r  and sky-- 
He sang t o  my ear,--they sang t o  my eye . . . 
This each and a l l  theory, t h a t  no f a c t  is  i n  nature t h a t  
does not  ca r ry  the  whole of nature,  is a l s o  developed i n  
"The Poetn and i n  Nature. 
Emerson s t a t e s  t h a t  a l l  of nature is beauty, yet  he 
ignores the  n a t u r a l i s t i c  s ide  of nature i n  h i s  examples and 
discuss ion.  He seems s a t i s f i e d  with the  Keatsean view 
expressed i n  "Ode on a Grecian Urn: 
Beauty i s  t r u t h ,  t r u t h  beauty--that Is a l l  Ye know 
on e a r t h ,  and a l l  ye need t o  know. 
Emerson uses the  cataloging technique shown i n  list- 
ing p a r t s  of nature t o  carry  out h i s  theory t h a t  i n  nature 
"all the  individual  forms a r e  agreeable t o  the  eye, as i s  
2 
proved by our endless Imitat ions of some of them." These 
endless  imi ta t ions  a r e  : 
. . . the scorn,  the grape, the pine-cone, the  wheat- 
e a r ,  the egg, the  wings and forms of most b i rds ,  the 
l i o n 1 8  claw, the  serpent ,  the b u t t e r f l y ,  see-shel ls ,  
flames, clouds,  bud^, leaves, and the  forms of many 
t r e e s ,  as the  p a l m .  
1 Whicher, op. g., n9ach and 
Z Atkinson, 2. - c i t . ,  Nature, p. 9. 
Since Emerson s t a t e s  tha t  nature is beauty and 
1 
"nature s a t i s f i e s  by i ts  lovel iness ,  " he seems consistent  
t o  h i s  views of the beaut i fu l  nature. Throughout h i s  v i s u a l  
descr ip t ion ,  Emerson keeps i n  mind t h a t  nThere is  no object 
2 
s o  f o u l  t h a t  intense l i g h t  w i l l  not make b e a ~ t i f u l . ~  
Emerson ca r r i e s  t h l s  point t o  the extreme i n  saying: I see 
the spectacle of morning from the h i l l t o p  . . . from day 
break t o  sunrise with emotions an angel  might sha rean  3 
Seemingly, Emerson i s  e f fec t ive  i n  h i s  se lec t ion  of sensory 
imagery t o  convey h i s  concept of the beauty of nature. What 
Emerson tends t o  forget  is the ugly side of nature. 
One must agree with c r i t i c s  who say t h a t  Emerson 
ffviews nature a l l  too blandly through the  eyes of the  
4 
mind. Matthlessen s t a t e s  t h a t  Emerson has "almost 
exclusive absorption with seeing . . . a l l  senses except the  
5 
eye are slighted." Matthlessen a l s o  thinks that Emerson 
6 
has n m s i c a l  eyes," r a the r  than musical ears.  Another 
c r i t i c i s m  mentioned e a r l i e r  was tha t  3merson sees  on- lme- 
l i n e s s  i n  nature.  
.L Ibld. ,  p. 10. 
7
4 
F. 0. Matthiassen, American Renaissance (London: 
Oxford University Press,  19-160. 
Emerson wants t o  "walk upon the ground, but not 
1 
sink.  Thoreau is  more earthbound : 
Now your f e e t  expand on a smooth sandy bottom, now 
contract  t imidly  on2pebbles, now slump i n  gen ia l  f a t t y  
mud, amid the  pads. 
Thus, Thoreaufs concreteness i n  h i s  presentat ion of sensory 
experience f a r  outweighs Emerson1 s attempts. Thorean stands 
under the  t r e e  and f e e l s  the r a in ;  Emerson seems t o  see the  
t r e e  as a n  abs t r ac t ion  or  general izat ion.  O r ,  as Alcott  
s t a t e s ,  Emerson is 'If orbidden pure companionship with Mature 
because he dwelt r a t h e r  i n  a n  i n t e l l e c t u a l  grove. 3 
Matthiessen, Beach, and Alcott  c r i t i c i z e  Emerson 
4 
q u i t e  harshly. Undoubtedly, Emerson lacks  vividness and 
s p e c i f i c i t y .  One does f e e l  t h a t  Emerson makes no d i s t i n c t i o n  
between the  word and the  v i s u a l  image. He f e e l s  t h a t  it is 
s u f f i c i e n t  t o  Jus t  name the pa r t s  of nature,  without des- 
c r ib ing  i n  d e t a i l  i ts  component parts .  But, Emerson does 
use sensory imagery e f f ec t ive ly  i n  showing h i s  concept of 
nature.  Nature. t o  Emerson, Is beauty, warmth, and goodness. 
Emerson f a i l s ,  however, t o  see a l l  of nature. I n  h i s  
romantic, i d e a l i s t i c  way, Emerson l i m i t s  himself t o  only 
t h a t  p a r t  of nature which is agreeable t o  him. 
I Ibid.  , 
-
J Ibid.  , 
-
L Ibid 
-., 
4 See, f o r  example, F. 0. Matthiessen, American 
Renaissance, p. 160 and Charles Feidelson, Jr. , SyRSolism 
and American Li te ra ture  (Chicago: University of Chicas@ 
-
1 rci-)I, p. 2QFl. 
CHAPTER I11 
PERSONIFICATION OF NATURE 
Emerson1 s use of personificat ion seems t o  dominate 
Nature and rtNature.fl In  both essays on nature and i n  h i s  
o ther  wri t ings ,  Emerson t r e a t s  nature as the age-old Mother. 
Emerson r e f e r s  t o  nature throughout h i s  writ ings i n  the  
1 feminine gender: "Nature hersel f .  "her works. lr2 "her 
3 4 l a w s ,  llher secret .  
Nany cha rac te r i s t i c s  of Mother Nature a r e  developed 
by Emerson, but one dominant t r a i t  is the  w a r m  protectlve- 
ness . Emerson shows feel ings  of tenderness toward Mother 
Nature by speaking of "my beaut i ful  mother. n5 and "my gent le  
6 
nest .  Mature, i n  t u rn ,  "stretches out her a m  t o  embrace 
7 
man," she r~fol lows h i s  s teps  with the  rose and the  v i o l e t ,  
and bends her l i n e  of grandeur and grace t o  the  decoration 
8 
of her dar l ing  child.  "She stands with bended head, and 
9 hands folded upon the  breast .  Man is nembosomed f o r  a 
season i n  nature." 10 A l l  four of the above quotat ions show 
1 Atkinson. 9. G., Nature, p. 28. 
2 ~ b l d .  - , "Nature. p. 412. 3 ~ b i d .  - 
4 Ib ldss  PS  419. 
- 5 ~ b l d . .  - Nature. p. 33. 
6 Ibld.  
- 7 ~ b ~ d . .  - p  12. 
'1bid. - '1bid.. - p. 34. 
'O1bid.. - p. 3.  
nature  as mother of man, guiding and protect ing .him during 
h i s  l i fe t ime .  Man is ,  by implication, a chi ld  of nature. 
This Is important t o  note,  as Emerson wants man t o  under- 
s tand t h a t  nature w i l l  teach,  guide, and protect  him, if he 
w i l l  but t u r n  t o  nature.  Again, a ch i ld ' s  f i r s t  teacher  is 
h i s  mother. 
Emerson f u r t h e r s  t h i s  mother image i n  "Naturen by 
1 
wr i t ing  of "Nature I s  throbbing breast .  He s t a t e s  t h a t  
2 
"Nature w i l l  Indulge her  offspring,  yet  man would "nes t le  
3 i n  nature." Here Emerson bes t  describes the protect ive  
mother as man n e s t l e s  i n  nature and f inds  comfort and 
tenderness a t  Mother Nature Is breast .  
The so f tnes s  of Mother Nature is repeated through the  
stars. S t a r s  revea l  themselves "with t h e i r  admonishing 
4 
smilestf  and t h e l r  nbegulllng . . . s o f t  glances.lf5 The 
most beau t i fu l ly  s t a t e d  personif ica t ion of the  stars Is the  
The stars a t  night  stoop down over the  brownest, 
homeliest common with a l l  the s p i r i t u a l  magnif icance 
which they shed og the Campagna, o r  on the  marble 
d e s e r t s  of 2gypt.O 
Mother Nature is a teacher and guide t o  mankind. In 
"Faten Emerson sees  the  c rue l  hand of nature : the  earthquake, 
'1bld.. - "Nature. p. 409. 6 ~ b l d . ,  - p. 410. 
t he  f lood,  and the storm. He does not seem t o  personify the  
harsh elements of nature, but c a l l s  them the " i r r e s i s t i b l e  
1 2 d i c t a t i o n n  and l a t e r  the  nBeautiful Necessitywn Since a 
c r u e l  nature is contrary t o  Emerson's view, In "lFaten 
Emerson s t a t e s  that the  so-called bad i n  nature oftentimes 
can be made good: 
The water drowns ship and s a i l o r  l i k e  a g r a i n  of 
dust .  But l ea rn  t o  swim, trim your bark, and the  wave 
which drowned it w i l l  be cloven by It and carry it l i k e  
i ts  o m  foam. a plume and a *ower.3 
AMd Emerson concludes t h i s  essay by saying: 
Why should we be a f r a id  of Mature, which I s  no other 
than nphilosophy and theology embodiedw? Why should we 
f e a r  t o  be crushed by savage elements, we who a r e  made 
up of the  same elements? Let us build t o  the  Beautiful  
Necessity, which makes man brave i n  believing t h a t  he 
cannot shun a danger tha t  is appointed, nor incur one 
t h a t  is not ;  t o  the Necessity which rudely o r  s o f t l y  
educates him t o  the4perceptlon tha t  there a r e  no 
contingencies . . . 
Man, due t o  h i s  p m e r  or  i n t e l l e c t ,  may be able t o  win over 
f a t e  or  circumstance, but nmn cannot completely control  
Mtura .  Much progress has been made i n  medicine, space, and 
a l l  f i e l d s  of science, but man s t i l l  mnnot conquer the  
hurricanes o r  the  snow-storms. Emerson f e e l s  t h a t  t h i s  
s t ruqgla  of man's power or I n t e l l e c t  against  circumstance 
and nature is w h a t  has made man grea t  and w i l l  continue t o  
make man great .  He a l s o  f ee l s  tha t  man can be f ree  enough 
t o  be grea t ,  as fa t e  and power can l ive  together compatibly. 
Thus Emerson, at  the beginning of *Fate," c a l l s  nature the 
l r r e s i s t a b l e  d ic ta t ion ,  yet at the end he could c a l l  f a t e  or 
nature the wBeautiful Necess1ty.n Therefore, even the harsh 
elements of nature oan be made good and inst ruct ive f o r  man. 
An implied personlficatlon is  found throughout V a t e m :  as a 
mother d isc ip l ines  her chlld so he may learn,  so  Mother 
Nature d isc ip l ines  her chlld ( a l l  mankind) so  he may ga in  i n  
wisdom. 
In her protectiveness and her teaching, Mother Nature 
can become persuasive, a s  she w i l l  "preach. n1 The poet "1s 
commanded I n  nature by the l iving power which he f e e l s  t o  be 
2 
there  present. "Nature offers  a l l  her creatures t o  h i m  
t r e e s  bagin t o  persuade a s  t o  l i v e  w i t h  them, and q u i t  our 
4 
l i f e  of eolemn t r i f l e s .  Mother Nature seems t o  be qui te  
persuasive i n  her preaching, commanding, and persuading i n  
the  above quotat ions. 
Tied closely t o  the preceding charac ter i s t ic  is se l f -  
suffioienoy as a t r a i t  of Mother Nature: 
1 Atkinson, 2. G., Nature, p. 23. 
2 Ibid. ,  rlThe Poet, p. 326. 
-
3 ~ b ~ d  -. # P. 325. 
4 Ibid. ,  nNatura,n p. 407. 
-
Nature i s  always consistent ,  t h m r m k  aka e a 4 m - n  + A  
Contravene her own Inwe- R h n  Iran 
I 
- - -  - -..-- 
;o transcend them. 
' ind i ts  place and 
.ime she arms and I --=- --------- 
Space e x i s t s  t o  divide creatures ;  - - -  
'f 
-u -------- 
s i d e s  of a b i rd  w i t  a few feathers  she gives h:, , 
p e t t y  omnipresence. 
Emerson r e i t e r a t e s  t h i s  se l f -suff ic iency i n  Mother Nature by 
saying:  "Nature does a l l  things by her own hands, and does 
not  leave another t o  baptize her  but baptizes herse l f .  2 
Further  examples a r e  found, as: 
Nature, through a l l  her kingdoms, insurea h e r n e l  f - 
Nobody cares  f o r  planting the poor fungus; 
shakes down from the  g i l l s  of one agar ic  countless 
spores,  any one of which, being preserved, t nsmlts 
new b i l l i o n s  of spores to-morrow or next day 9 c z 
Even though Mother Nature may seem qui te  Independent, B 
2 
man is needed by nature as nature is needed by man: 4 
?- 
- 
?: Nature is loved by what is bes t  i n  us. It is loved - 
as t h e  c i t y  of God, although, o r  r a the r  because t he re  1s .P - 
no c i t i zen .  The sunset is  unlike anything t h a t  is 
underneath it: it wants men. And the beauty of nature 
lust always seem u 
has human f i gu re s  t h a t  a r e  as good as i t s e l f  .4 
- I 
The sky nglves us a d e l l g h t , ~ ~  and "the snn and moon cow 
each and looRon6 Emerson seems t o  want t o  shox that all 
parts of Mother Nature wish  t o  join msnklnd. 
l,h, A nn bl9_bl?  2 T h l d  - .  nThe Pnet _ n n- ??n- 
'1bld. -, Nature, 
r . w w L L  OLLG lGAe11U bu 
----. Y I A V  =C-PS her laws, and seems 
She arms and equips an animal t o  
l iv ing  i n  the ea r th ,  and at  the  same 
eaulDs a n o t h e r  animal t o  destroy it. 
but hv r.1nt.htqg the  
Im a 
- ---- - --- 
so  she 
m e a l  and mocking, u n t i l  t& landscape 
-7 *, . *-*--, a--- ----, r A d - .  
7
4 n i d . ,  nNature,n p. 411. 
- 
p. 9. 
6 bid., p. 12. 
- 
The sweet and lovely femininity of Mother Nature is 
bes t  shown i n  Emerson's personif ica t ion of the  air. The 
I 
"air is a cord ia l  of incredible v i r t ue ,  and "yesterday 
2 breathed perfume." Through the aromatized l iqueur  and the  
perfume, Emerson shows Mother Nature as qu i t e  feminine. 
These f eminlne charac te r i s t  i c s  a r e  continued i n  the  
d r e s s  of Mother Nature. Emerson wri tes  t h a t  nature is never 
" t r icked i n t o  holiday a t t i r e .  n3 Nature wears the  l l s t r iped 
4 
coat  of cl imates,  r a t h e r  than the  holiday a t t i r e .  Thus, 
Mother Nature wears co lor fu l  clothing of the  seasons. 
Even though Emerson f e e l s  the  need f o r  closeness t o  
nature ,  he is too  sophis t ica ted t o  see Mother Nature nude. 
He even mentions t h a t  "Nature cannot be surprised i n  Id I' $ 
undressmn5 He seems t o  ignore the  undressed winter  season. r -
c 
-. 
To explain the  uni ty  i n  va r i e ty  theory i n  more d e t a i l ,  2 
Emerson uses personif i c a t i on  i n  s t a t i n g  : 
Each creature  i s  only a modification of . t h e  other:  
the  l ikeness  i n  them is more than the di f ference ,  and 
t h e i r  r a d i c a l  l a w  is one and the  same. A r u l e  of one 
a r t ,  o r  a l a w  of one organization, holds t rue  throughout 
nature. So int imate is t h i s  Unity that ,  it is  e a s i l  
seen,  it l i e s  under the  undermost garment of Nature. i! 
This idea of un i ty  as under the  "undermost garment of 
Nature~17 not only shows personif ica t ion,  but a i d s  one i n  
4 
Ib id . ,  p. 8. 
-
6 
Ibid. ,  Nature, 
-
3 1  
seeing how close a l l  things i n  nature a r e  t o  Emerson. 
Again, Emerson is  too refined t o  use base words or mention 
nudity i n  nature. 
By using personif i c a t  ion, Emerson intensif  i e s  h i s  
view t h a t  man l i v e s  through nature: men draw t h e i r  n l iv ing  
as pa ras i t e s  from her roots  and grains,  and we receive 
glances from the heavenly bodies. 1 
Emerson shows Mother Nature as beaut i ful  and gent le  
through her flowers and plants. The flowers a r e  personified 
as expressing "to us the de l ica te  a f f ec t  ions. Flowers 
3 4 
"Jilt us ,"  and " re f lee t  W I S ~ O ~ . "  Vegetables "nod t o  meOn5 
"Plants . . . a r e  vessels  of health and vigor, but they 
6 
grope ever upward." In  personifying the plant ,  Emerson is 
ab le  t o  explain nature as a nsystem i n  t rans i t ion .  7 
"Plants are the young of the world . . . the t r ees  a r e  
8 
imperfect men. " In  the above quotation Emerson var ies  from 
the sterotype. Emerson continues t o  show the beautif'ul and 
gen t l e  s ide  of nature In the flowers a s  he did  i n  the over- 
a l l  Mother Nature image. 
It is important t o  note t h a t  the flowers a r e  f u l l  of 
hea l th  and vigor, but the weeds present themselves as n f r a l l  
2 
 bid., - I1Nsture. " p. 407. - Ibid., Nature, p. 15. 
4 
3 ~ b l d . ,  - "Nature," p. 413. - Ibid.,  Nature, p. 5 .  
6 
5 ~ b i d . ,  - p. 7. -  bid. , mNature, p. 413. 
?*bid. -  bid. -
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1 and weary." To most of mankind, the p e s t i l e n t  weed has 
proven a hardy plant  even without cu l t iva t ion  or  care.  But 
s ince  t he  weed is  unsightly,  Emerson would pre fe r  t o  see the 
weed as f r a i l  and weary. 
Trees "bemoan t h e i r  imprisonment rooted i n  t he  
2 3 
ground. " The tfmaples and fe rns  a r e  s t i l l  uncorrupt, fl ye t  
"they t o o  w i l l  curse and swear, when they come t o  conscims- 
4 
ness.ll Here Emerson shows the  t r e e s  as a pa r t  of Mother 
5 Nature s "system i n  t rans i t ion t1  discussed on the  previous 
page. Emerson a l s o  personif i e s  the t r e e s  by showing them as 
beau t i fu l :  The New World even clothes I1his form with  her  
palm groves and savannahs as f i t  drapery." 
6 
Mother Nature is re l ig ious  and is personif ied as 
such : 
A l l  th ings  a r e  moral; and i n  t h e i r  boundless changes 
have a n  unceasing reference t o  s p i r i t u a l  nature. There- 
fo re  is  nature g lor ious  with form, color ,  and motion; 
t h a t  every globe i n  the remotest heaven . . . every 
chanee of vegetat ion from the f i r s t  pr inciple  of growth 
i n  the  eye of a l e a f ,  t o  the  t r o p i c a l  function from the 
spome up t o  Hercules, shall h in t  or  thunder t o  man the  
l a w s  of r i g h t  and wrong, and echo the  Ten Commandments. 
Therefore is Nature ever the  a l l y  of Religion: lends 
a l l  her pomp and r iches  t o  the re l ig ious  sentiment. 
Prophet and p r i e s t ,  David, Isa iah ,  Jesus,  have drawn 
deeply from t h i s  source. This e t h i c a l  character  s o  
penetra tes  the  bone and ma row of nature,  as t o  seem the  
end f o r  which it was made. 5 
J. Ibid. ,  Nature, p. 32. 
-
2 
Ibid . ,  "Nature," p. 413. 
-
61bid. , Nature, p.  12. 
-
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Emerson shows the  close alignment of nature with r e l i g i o n  
and e t h i c s  by personlfg.ing nature and t e l l i n g  that the  very 
I 
"bone and marrow of naturetr i s  f i l l e d  with t h i s  e t h i c a l  
character .  This idea is re-emphasized by Emersonts state- 
ment t h a t  "The v i s i b l e  heavens and ea r th  sympathize with 
3 
Jesus. 
J u s t  as Emerson uses personif icat ion t o  show the 
closeness of r e l i g i o n  and nature, so  he uses the  same 
technique t o  show the  closeness of poetry and nature. I n  
nThe Poetn he s t a t e s  t h i s  close harmony: 
The sublime v i s ion  comes t o  the pure d simple 
s o u l  i n  a clean and chaste body Qmnaturi\ ? 
With nature i n  close harmony with Emerson, he can 
e a s i l y  t r e a t  it on an  equal basis. Using personif ica t ion 
aids i n  t h i s  endeavor. Emerson e f fec t ive ly  uses the  
l i t e r a r y  device of personif ica t ion t o  show a close harmony 
with  nature ,  and t o  a i d  i n  showing the beauty of nature as a 
whole and as a un i t .  Emerson's close kinship t o  nature can 
be summarized by h i s  statement: "But marry it @tura t o  
4 
human h i s to ry ,  and it 1s f u l l  of l i f e . "  
A s  Emerson saw only the  beauty, warmth, and goodness 
through sensory devices as noted i n  Chapter 11, he again  saw 
the  same q u a l i t i e s  i n  Mother Nature through personif icat ion.  
1 
Ibid. 
2 
-
Ibld., p. 12. 
-
3 ~ b ~ ~ . .  - " ~ h s  Poet ,n p. 333. 4 ~ b ~ d . ,  - ~ature ,  p. 10. 
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For example, nature remains w a r m ,  tender, and gent le  i n  
Emerson's personif ica t ion of her,  just as he uses w a r m  
co lors  i n  v i s u a l  sensory images and shows softness i n  nature 
through t a c t i l e  imagery. 
Emerson's flaw, then, seems t o  be h i s  ever-constant 
problem of not seeing the  negative s ide  of nature. His one 
admission of the  negativeness of nature i n  "Fatem a c t u a l l y  
becomes pos i t ive  as without t h i s  Beautiful Necessity i n  
nature ,  man could not become great. Emerson points  out h i s  
weakness i n  saying: 
I. have no h o s t i l i t y  t o  nature, but a ch i ld ' s  love t o  
It. I expand and l i v e  i n  the w a r m  day l i k e  corn and 
melons. Let us speak her fair. I do not wish t o  f l i n g  
s tones  a t  my beaut i fu l  mother, nor s o i l  my gent le  nest.  
I only wish t o  i nd i  a t e  the t rue  posi t ion of nature i n  
regard t o  men.  . . E 
I n  t h e  above quotat ion Emerson even ignores one of the  
na tu ra l ,  but d i s t a s t e f u l ,  functions: t h a t  of so i l i ng  the  
neat .  Emerson's "true posi t ionn seems very i d e a l i s t i c  i n  
regard t o  nature and man. 
m e n  though Emerson does have t h i s  idealism toward 
nature ,  h i s  usage of personif icat ion Is ef fec t ive  i n  showing 
nature as ha conceives it. I n  characterizing Mother Nature, 
he does not l i m i t  himself t o  beauty, gentleness and goodness 
mentioned above. He shows the q u a l i t i e s  of tenderness, 
proteotiveneas,  persuasiveness, self-sufflclenoy,  guidance 
and ins t ruc t ion .  Mother Nature i e  healthy, r e l i g ious ,  and 
well-clothed. Most importantly, Mother Nature i s  s h a m  i n  
c lose  harmony wlth man and poetry. 
One can v i sua l ize  Emerson's nature more c l ea r ly  
because of h i s  use of personification. This use strengthens 
h i s  theory t h a t  man must be In  harmony wlth nature t o  be i n  
touch wl th  t he  Oversoul, t o  know the t rue  l a w s ,  thus  t o  
become the  poet,  the f r ee  man. As "Nature s t r e t ches  out her  
1 
arms t o  embrace man," one can visual ize  the  motherly 
q u a l i t i e s  of protect ion,  love, and guidance which a r e  very 
much a p a r t  of Emersont s nature. 
l ~ b l d . ,  - p. 10. 
CHAPTER IV 
SYMBOLS, METAPHORS, AND SIMILES 
A Since Emerson s t a t e s  t h a t  "nature is a symboln and 
language, the  vehicle f o r  concrete f a c t s ,  is  a l s o  a symbol, 
one could say t h a t  a l l  Emerson s t a t e s  about nature is 
symbolic. The statement,  nEvery na tura l  f a c t  Is a symbol of 
2 
some s p i r i t u a l  f a c t , "  develops h i s  theory of correspondence. 
Every physical  o r  na tu ra l  lau corresponds with a moral l a w ,  
thus  mate r ia l  objects  of nature a r e  symbols of t ru th .  Allen 
even s t a t e s  t h a t  the  nTranscendentalist worships the  symboln 
and man is a genius because of h i s  control  of the  symbol. 3 
Countless add i t iona l  references substant ia te  the  
importance Emerson places on the  symbol. A s  he so  a p t l y  
s t a t e s :  
Things admit of being used as symbols because 
nature is a symbol, i n  the whole, and i n  every part. 
Emerson even projects  a world i n  which only symbols 
e x i s t  : 
We are symbols and inhabit  symbols; workmen, work, 
an8 t o o l s ,  words and things,  b i r t h  and death, a l l  a r e  
emblems; but we sympathize with the  symbols, and being 
2 
 bid., - T h e  Poe tPn  p. 325. - Ibid.,  Natum, p. 15. 
3 ~ a y  Yileon Allen, American Prosody, (New York: 
Amor1 oan Book Company, 193-3. 
4 Atkinson, 2. - c i t . ,  'The Poct, p. 325. 
infa tuated with the  economical uses of things,  we do 
not know t h a t  they are thoughts. The poet, by an  
u l t e r i o r  i n t e l l e c t u a l  perception, gives them a power 
which makes t h e i r  old use forgotten, and puts fyes and 
a tongue i n t o  every dumb and inanimate object.  
To symbolize is man's function, but t o  symbolize Is t o  
become * symbol. Emerson explains t h a t  a l l  men a re  aware of 
symbols but men have l imi ta t ions .  Emerson contends t h a t  a l l  
t r u e  speech is poet ic  creat ion,  and a l l  men a r e  po ten t i a l  
poets.  They could use symbols e f fec t ive ly ,  but with one 
card ina l  exception: t h e i r  i n a b i l i t y  t o  express what they 
experience. The poet,  theref ore, is man's mouthpiece 
through which he expresses and reveals  himself. 
Feidelson s t a t e s  t h a t  the "value of a trope is t h a t  
t he  hearer  is  one: and indeed Nature i t s e l f  is  a vast trope,  
2 
and a l l  pa r t i ou la r  natures a re  tropes, I n  other words, 
Feidelson agrees t h a t  nature i s  a symbol a lso .  
Xhat must the  poet do t o  be effect ive?  The poet must 
be i n  cloae harmony w i t h  nature. He "must drink water out 
3 
of a wooden boul.I1 He must re turn  t o  the simple l i f e  s o  
even water should make the poet t ipsy.  I n  shor t ,  "The 
poe t ' s  b b i t  of l i v ing  should be s e t  on a key s o  low t h a t  
4 
the  common influences should del ight  him." Then, the post 
must transform those experiences onto the  wr i t t en  page by 
1 
Ibid . ,  p. 328. 
-
2 Feidelson, 9. G., p. 145. 
3 ~ t k l n s o n ,  2. - o l t . ,  "The Post ,"  p. 333. 
4 Ibid.  
-
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use of symbols. Emerson even speci f ies  t h a t  "Small and mean 
I t h ings  serve as well  as grea t  symbols.ll 
Allen s t a t e s  t h a t  Emerson believes t h a t  poetry is  
myst ica l ;  t h a t  it comes i n t o  being as a r e s u l t  of insplra-  
t i o n .  I n  t h a t  moment t he  poet sees the  very essence of 
th ings .  The poet makes the  unseen v i s ib l e  by means of 
language. But he is not here a conscious creator .  "Vision, 
a l s o ,  shows him the  symbols and the thought takes i ts own 
2 form i n  language t h a t  is r h y t h m i ~ a l . ~  Because of t h i s ,  
t he re  is a c e r t a i n  indwelling beauty i n  poetry and Emerson 
measures i ts greatness  by i ts  cosmical qual i ty .  I n  such a 
theory,  poetry is s p i r i t u a l  and forms a l i n k  between the  
v i s i b l e  and invisible world, 3 
Through the  previous statements,  one would assume 
t h a t  Emerson makes much use of the  symbol. This assumption 
4 
i s  warranted as he calls nature the  "symbol of s p i r i t , n  
and s t a t e s  t h a t  "Every r a t i o n a l  creature has a l l  nature f o r  
5 h i s  dowry and e s t a t e .  He a l s o  s t a t e s  t h a t  the farmer, 
hunter  and s a i l o r  l e a r n  " t h a t  Nature's dice a r e  always 
I Ib id .  
-
2 Jean Gorely, nEmersonls Theory of Poetry, Poetry 
Review (July-August, 1931) XXII, pp. 272-273, c i t i n g  cay 
di lson Allen, American pro sod^, P m  92. 
4 Atkinson, 9. G., Nature, 
1 39 loaded.n Here a r e  three widely varying symbols of nature. 
Emerson dec la res  t h a t  nature is  a symbol of s p i r i t  as "every 
ob jec t  r i g h t l y  seen, unlocks a new facu l ty  of the  soul.f1 2 
A s  a d o m ~  and e s t a t e ,  nature becomes a prized possession of 
mankind. But, as loaded d ice ,  Emerson shows t h a t  nature may 
have t he  cards stacked e i t h e r  f o r  or agains t  mankind. Thus, 
nature  has many faces and character is t ics .  
J u s t  as personif ica t ion was used as shown i n  Chapter 
I11 t o  show a religious nature, symbols a re  used t o  fu r the r  
t h i s  idea. It is evident t h a t  the  Divine Being is constantly 
present  i n  Nature, owing t o  Nature's imminent goodness and 
awesome s impl ic i ty .  Emerson believes t h a t  "within the f  o m  
of every creature  is  a force impelling it t o  ascend t o  a 
3 higher  form.tt It would seem t h a t  t h i s  "forcen is the good- 
ness ,  thus "Godness, " i n  man and the  lower forms. Emerson 
contends t h a t  "Nature is loved by what is best  i n  us. It is  
4 
loved as the  c i t y  of God.n Nature is shown as Itan appendix 
t o  t he  souln5 which again shows the  close re la t ionsh ip  of 
nature  and r e l i g i o n  and mankind. I n  a slmile,  Nature is 
character ized l i k e  Jesus : 
The aspect  of Nature is  devout. Like the  f igure  of 
Jesus ,  she s tands  with bended head and hands folded 
upon the  breas t .  The happiest man is  he rho lea rns  
from nature the lesson of worship. 6 
 bid., - p. 22. '1bid.. - p. 20. 
'1bld.. - "The Poet ,r t  p. 329. 4 ~ b l d . ,  - nNature,n p. C11.  
5 ~ b i d . ,  Nature, p. 31. 
6 
- 
Ibid., p. 34. 
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Through addi t iona l  comparison, man continues t o  be 
shown i n  close re la t ionsh ip  with nature and r e l i g ion :  
A s  a plant  upon the  ea r th ,  so a man r e s t s  upon the  
bosom of God: he is nourished by u n f a i l i  Y and draws a t  h i s  need inexhaustible power. 
Although Emerson uses numerous biblical symbols f o r  nature ,  
he i s  not  unique i n  h i s  word usage, but uses those symbols 
t h a t  were used by wr i t e r s  before him. 
Emerson professes Swedenborg as the  man of h i s  time 
who "stands eminently f o r  the  t r ans l a to r  of nature i n t o  
thought. Hubbell contends t h a t  the  organic theory came 
about through Coleridge and ~ c h l e ~ a l . ~  No doubt each con- 
t r i b u t e d  t o  the  organic theory, and Emerson enlarged upon it. 
The organic theory i s  most important t o  Emerson. 
Simply s t a t e d ,  the organic metaphor is one t h a t  is not 
d e l i b e r a t e l y  contrived, but r a the r  grows out of nature and 
oomes from insp i ra t ion .  The metaphor becomes a concrete 
image from man's observing nature, and the metaphor is used 
t o  oommunicate an  abs t r ac t  idea. The f luxional  o r  f l u i d  
symbol o r  metaphor can be concrete, but it need not be 
l imi ted  I n  what it can express. 
I n  "The Poett1 Emerson develops the organic symbol 
and/or metaphor i n  d e t a i l .  Emerson compares it t o  t he  
Z hu bid., - p. 35. - Ibid., "The Poet," p. 337. 
3 ~ a y  B. Hubbell, Floyd Stoval l ,  e t .  &. Elght 
American Authore (New York: Modern ~ a n g x g e  Association of 
America, I m p .  89. 
J I W S ~ ~ C ' S  wri t ing.  The mystic I s  one w h n  n ' l T a a f i v ~ ~ ~ =  
" - - -- ---- ..-A- I -& -~"&  &YY J , 
moralizes,  but f reezes  symbols. The mystic t lnal ls  a symbol 
t o  one sense,  which was a t rue  sense f o r  a moment, but soon 
1 becomes old and fa l se .  Emerson fur thers  t h i s  discussion 
by saying: 
For a l l  symbols a r e  f luxional ,  a l l  l n n . . r ~ n ~ *  4 
vehicular  and t r a n s i t i v e ,  and is pnna 
horses a r e ,  f o r  convevance. not a 
3VVU, as f e r r i e s  and 
v . --- - -s farms and houses a r e ,  f o r  homestead." 
He a l s o  contends: 
But the  a u a l i t ~  of the iman?nation In kn f l n w -  end  
- -  - - - -  ---U-------- -- -- - --.. , I--- 
not t o  freeGe. - ~ i ? e  poet d id  not s tob at  the  color  o r  
~ ~- - -  
the  form. but read t h e i r  meaninn: ne i ther  mav he ~ e s t  6 
- - - - - - -  . --- - - - - - -  -" - - - - - - - 
i n  t h i s  meaniw, but he makes the same objects  exponents 
of h i s  new t h 0 u ~ h t . 3  
Emerson f e e l s  t h a t  the  symbol o r  metaphor should not 
be in t en t iona l ly  contrived, but should r i s e  from nature.  I f  
It r i s e s  from nsture ,  an emanation of the Oversoul, it is 
organic. 
Emerson uses water Imagery t o  carry  out the  Idea of 
t he  f l ux iona l  symbol. He  speaks of the "fountains of the  
4 deeptr and the  ttfloods of l i f e  kha t l  stream around and 
t h r o w h  u s e t f 5  Certainly the second image depic ts  a strong 
movament . 
Tha r i v e r  is represented as "a perpetual gala and 
6 kt] boasts  each month a new ornament. Emerson places man 
1 Atkinson, 2. G., "The Poet, p. 336.  
3 3,bId. 
"on the  br ink of the water of l i f e  and t ruth ."  1 
This sea  of forms, metaphorically speaking, shows not  so  
much a water image as a constant flow of beauty as seen 
throughout nature.  Emerson r e i t e r a t e s  t h i s  idea by saying : 
!:Its l i g h t  b t u r e ]  flows in to  the mind evermore.ff3 
Figures of speech concerning the air  add t o  the  flow- 
ing imagery, as : 
The long slender bars of c lo  ds  f l o a t  l i k e  f i shes  
i n  t he  sea of crimson l i gh t .  8 
I n  the  above quotat ion Emerson shows not only t h i s  flowing 
image of nature,  but the beauty of nature. Beauty and the  
f lux iona l  symbol a r e  seen i n  the sentence: "Ever does 
n a t u r a l  beauty [nature] s t e a l  i n  l i k e  a i r  and emelop  g rea t  
5 ac t ions .  Eere again,  Zmerson shows how nature is  i n  move- 
ment, Jus t  as a i r  is  constantly moving. 
As Emerson declares  the  philosophy of f lux  and 
mobil i ty i n  nature,  h i s  work is  permeated w i t h  inrages of 
flowing. Even the s o l i d  ear th  becomes a "green ball which 
f l o a t s  him @an> through the heavensOm6 "Nothim s o l i d  is  
l e f t  secure since a l l  matter has been i n f i l t r a t e d  and dis-  
lIbld., - nThe poet," p. 336. 2 ~ b ~ d . .  Nature. p-  13. 
3 ~ b i d  -= I p . 1 7 .  4 ~ b i d . .  - p. 10. 
%bid.. - p. 12. %bid.. - p. 7. 
1 
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solved by thought.If By using t h i s  flowing imagery. Emerson 
shows another  cha rac t e r i s t i c  of nature. Nature is constantly 
. changing, t r a n s i t i o n a l ,  and new: 
I n  nature every moment is new; the past  is always 
swallowed and forgotten;  the coming only Is sacred. 
NothingZis secure but l i f e  , t r ans i t i on ,  the  energizing 
s p i r i t .  
~ a t u r e ' s  system i n  t r ans i t i on ,  discussed i n  Chapter 111, is  
shown aga in  i n  symbolism: 
For through t h a t  be t t e r  perception he khe poet) 
s tands  one s t e p  nearer  t o  things,  and sees the flowing 
o r  metamorphosis ; perceives t h a t  thought is multiform; 
t h a t  wi th in  the  form of every creature is a force 
impelling it t o  ascend in to  a higher form; and follow- 
ing with  h i s  eyes the  l i f e ,  uses the forms which 
express  that l i f e ,  and s o  h i s  speech flows with the  
flowing of nature. A l l  the f a c t s  of the animal 
economy, sex, nutriment, ges ta t ion,  b i r t h ,  growth, a r e  
symbols of t he  passage of the  world i n t o  the soul  of 
man t o  su f f e  there  a change and reappear a new and 
higher f a c t .  5 
Smerson then  t e l l s  t h a t  #'The poet alone knows why the  p l a i n  
and meadow of space w a s  strown with these flowers we cal l  
4 
suns and moons and stars." Xere Emerson takes the  e a r t h  
and f lowers and places them i n  the heavens. He ends t h i s  
symbolism by saying t h a t  Itin every word he bhe peed 
5 
speaks, he r i d e s  on them as the horses of t h o ~ g h t . ~ ~  Here 
t he  poet as a w r i t e r  not only sees nature,  but he has 
1 Matthiessen, 9. a., P. 7 0 s  
4 Ib id .  
7
command w e r  nature i n  h i s  writing as a r i d e r  has command 
over h i s  horse. This I s ,  again, a f luxionel  symbol. The 
poet I s  llspeech flows with the flowing of nature." 1 
FeIdelson contends t ha t  poetic  v i s ion  is the  percep- 
t i o n  of the  symbolic character of things,  and Emerson does 
not 
. . . explo i t  the  most exci t ing qua l i ty  of modern 
symbolism i n  the  tension between opposite meanings 
i n  paradox and the  tension between log i ca l  paradox 
and i ts l i t e r a r y  r e s ~ l u t i o n . ~  
Emerson at tempts t o  e f fec t ive ly  Implement the  organic symbol 
9 
and metaphor as he presented it i n  Nature and "The Poet.If t b 
3 t .I He may not follow the  nexcit ing qua l i ty  of modern symbolisan . 
C 
t h a t  Feidelson discusses,  but Emerson does f o l l m  the  advice 8 
R i he g ives  the  poets t o  use organic symbols t h a t  are f luxional .  e 
. 
Emerson's problem is  t h a t  h i s  metaphors are in ten t iona l ly  m 
contrived. 
Matthiessen discusses Emerson's recurring usage of 
one symbol I n  both h i s  poetry and prose. The t i ny  sea-shel l  
is  used q u i t e  o f ten  and seems t o  have pa r t i cu l a r  s ignif icance 
t o  Matthlessen continues : 
W h a t  the  s h a l l  sgmbolized t o  him bmersod can 
represent  h i s  problem as a poet. He had perception of 
a most d e l i c a t e  and poignant beauty, he was continually 
be in,^ flooded by the  fu l lness  of the moment. 3ut when 
he came t o  s e t  it down on paper, the rhythmical whole- 
ness  of the  experience slipped away from him, and the  
res idue  seemed t o  t u r n  t o  l i f e l e s s  gray. He could 
mana e only seldom t o  bui ld  a n  organic form of h i s  
o m .  f 
Chapter I1 discusses Emerson's problem t h a t  
Matthiessen brings forward i n  the abwe  quotation. Emerson 
does have d i f f i c u l t y  s e t t i n g  down on paper what he a c t u a l l y  
f e e l s .  Cer ta in ly  Emerson makes attempts a t  using the  
organic  theory i n  h i s  own wri t ing.  A s  Emerson s t a t e s :  
Nature is not  f ixed but f l u id .  S p i r i t  a l t e r s ,  
moulds, makes it. The immobility or bruteness of 
na ture  i s  t he  absence of s p i r i t ;  t o  pure s p i r i t  it is  
f l u i d ,  it is  v o l a t i l e ,  it is obedient. Every s p i r i t  
b u i l d s  i t s e l f  a house, and beyond i t s  house a world, 
and beyond i ts world a heavenO2 
However, Henry David Thoreau speaks of the  organic 
s t y l e  as being a slow growth, unfolding under the  care of 
t h e  poet  s p a t i e n t  hands. I n  Walden Thoreau shows spr ing 
wi th  flowing imaqery and with the organic pr inc ip le  i n  use : 
The brooks s ing  ca ro l s  and g lee  t o  the  spring.  The 
marsh hawk, s a i l i n g  low over the  meadow, is a l ready  
seeking t h e  f i r s t  slimy l i f e  t h a t  awakes. The sinking 
sound of melting snow i s  heard i n  a l l  d e l l s ,  and the  
i c e  d i s so lve s  apace i n  the ponds. The g r a s s  flames up 
on the  h i l l s i d e s  l i k e  a spring f i r e  . . . as i f  t he  
a a r t h  s e n t  f o r t h  a n  inward heat t o  g r ee t  the re turning 
sun;  no yellow but green is the color  of its flame;-- 
t he  s,wbol of perpetual  youth, the  grass-blade, l i k e  a 
long green r ibbon,  streams from the  sod i n t o  the  
summer, checked indeed by the f r o s t ,  but anon pushing 
on a w n ,  l i f t i n g  i t s  spear of last year ' s  hay with the  
fresh l i f e  below. It g r  ws as s t e a d i l y  as the  rill 
oozes out of the  ground. S 
1 Aatthlessen.  . s., pp. 45-46. 
2 Atkinaon. 2. 9.. Nature, p. 42. 
3 Henry David Thoreau, Walden (New York: Dodd, Kead 
and Company, 1946).  p. 273. 
Through t h e  g r a s s  imagery, Thoreau expla ins  r e b i r t h  
from t h e  o l d *  Last y e a r ' s  g r a s s  d i e s  and nourishes t h e  
e a r t h  s o  t h a t  t h i s  y e a r ' s  new grass  can grow from t h e  old 
r o o t s  and push t h e  dead g r a s s  as ide .  Through t h i s  imagery. 
Thoreau draws a n  analogy between the  g r a s s  and man: 
"So our 
human l i f e  but  d i e s  down t o  i t s  r o o t ,  and s t i l l  puts  f o r t h  
i ts  g r e e n  blade t o  e t e r n i t y . "  1 
This  reawakening i n  the  springtime i s  from the  heat  
of t h e  land.  From t h i s  hea t  the flowing begins:  
When t h e  f r o s t  comes out i n  the  spr ing ,  and even i n  
a thawing day i n  the  winter ,  the sand begins t o  flow 
down t h e  s lopes  l i k e  lava,  sometimes burs t ing  out 
through snow and overflowing it where no sand was t o  be 
s e e n  before.  2 
Thoreau a g a i n  makes a comparison with man i n  quest ioning : 
"!:!hat is  man but  a mass of thawing clay?" 3 
Thoreau b e a u t i f u l l y  and e f f e c t i v e l y  uses  the  organic  
theory  i n  w r i t i n g  about the  organic theory,  as he desc r ibes  
how God pa tented  t h e  l e a f  and uses  it over and over aga in :  
Thus it seemed t h a t  t h i s  one h i l l s i d e  i l l u s t r a t e d  
t h e  p r i n c i p l e  of a l l  the operat ions of Xature. The 
Xaker of t h i s  e a r t h  but patented a l ea f  . . . True, 
It is  somewhat excrementit ious i n  i ts  charac te r ,  and 
t h e r e  i s  no end t o  the  heaps of l i v e r ,  l i g h t s ,  and 
bowels, as i f  t h e  glove were turned wrong s i d e  outward; 
but  t h i s  sugges ts  a t  l e a s t  t h a t  Nature has some bowels, 
and t h e m  aga in  i s  mother of humanity. This is  t h e  
f r o s t  cominq out of the  ground; t h i s  is Spring. It 
precedes t h e  green and flowery spr ing  . . . It convinces 
me t h a t  Ear th  i s  s t i l l  i n  her  swaddling-clothes, and 
s t r e t c h e s  f o r t h  baby f i n g e r s  on every s ide.  Fresh 
c u r l s  s p r i  from the ba ldes t  brow. There is nothing 
inorganic .  F 
I n  comparison with Thoreau, Emerson metaphorically 
speaks of sp r ing  as: 
The sordor  and f i l t h s  of na ture ,  t h e  sun s h a l l  d r y  
up and t h e  wind exhale. A s  when t h e  summer comes from 
t h e  sou th  t h e  snow-banks melt and t h e  face  of t h e  e a r t h  
becomes g reen  before  it, s o  s h a l l  the  advancing s p i r i t  
c r e a t e  i ts  ornaments along i ts  path,  and ca r ry  wi th  it 
t h e  beau y it v i s i t s  and the  song which enchants 
i t . . .  f 
Emerson's passage does not  seem t o  develop organica l ly  as do 
Thoreauls  wr i t ings .  Emerson seems more concerned about 
s e t t i n g  up a p lan  f o r  fu tu re  w r i t e r s ,  e s p e c i a l l y  poets ,  t o  
fo l low,  than about a t tempting t o  give extensive examples of 
t h e  o rgan ic  s t y l e  o r  theory. 
In  developing his concept of na ture ,  however, Emerson 
does use t h e  organic  theory t o  show c h a r a c t e r i s t i c s  of 
na tu re .  Emerson s t a t e s  t h a t  Ifthe whole of nature is a 
3 
metaphor of t h e  human mind. Thought is supreme, and 
n a t u r e  i s  i ts  vehic le .  A r t  is organic f o r  Zmerson i n  a 
double sense ; not merely 1s the  appropr ia te  form a n  
express ive  growth from t h e  poe t ' s  i n t u i t i o n ,  but t h a t  
i n t u i t i o n ,  i n  t u r n ,  i s  a n  outwelling from t h e  u n i v e r s a l  
mind. Therefore,  "Beauty i n  a r t  spr ings  from man's response 
I Ibid., p c  268. 
-
' ~ t k i n s o n ,  2. G., Nature. P. 42. 
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1 t o  forms i n  natureelf  Emerson re joices  t h a t  i n  the  s t r i c t  
r e l i a n c e  of a r t  upon nature, the artist  works not as he 
w i l l ,  but  as he must. Emerson fee l s  t h a t  i n  seeing a noble 
bui ld ing,  which rhymes well,  j u s t  a s  i n  hearing a perfect  
song, t h a t  it is  s p i r i t u a l l y  organic; t ha t  i s ,  it has a 
neces s i t y  i n  Nature f o r  being and i s  one of the possible 
forms i n  the  Divine Mind and is  now only discovered and 
executed by the  a r t i s t .  It is  not ,  then, a r b i t r a r i l y  com- 
posed by him.2 Matthiessen f ee l s ,  however, t ha t  Emerson 
mistakes h i s  end as he forgets  t h a t  the  f a c t  is  not the  
form, " tha t  no more than language is the  sound of a bi rd  o r  
a w a t e r f a l l ,  is h i s  poem a par t  of nature. 3 
14atthiessen contends t ha t  Emersonf s poem, "The Snow- 
4 
is poetry t h a t  fa i l ed .  I n  nThe Snow-Stormn Zaerson 
shows the  wind as a mason with the snow: 
Cone see the northwindrs masonry. 
Out of a n  unseen quarry evermore 
Furnished with t i l e ,  the f i e r ce  a r t i f i c e r  
Curves h i s  white bastions with projected roof 
Round every windward stake,  or t r ee ,  or door. 5 
The wind and snow make A r t ;  m n  can only imitate slowly what 
nature  d i d  s o  e a s i l y :  
. . . astonished Art  
TO mimic i n  slow s t ruc ture ,  stone by stone, 
1 Wtth le s sen ,  2. Go. P m  135- 
2 
Ib id .  
- 3 ~ b i d . ,  - p. 137. 
nThe Snow-St orm, p . 
B u i l t  i n  a n  age,  the man wind's nigh -work, 
The f r o l i c  a r c h i t e c t u r e  of the  snow. 2 
A s  is  shown i n  !'The Snow-Storm, If the  organic theory holds 
t h a t  a work of art  should imi ta t e  p r o j e c t s  and p a t t e r n s  i n  
na tu re .  I1More obviously,  a r t  should imi ta te  t h e  pure ly  
2 organ ic  forms of nature.  If  Matthiessen f e e l s  t h a t  Emerson 
fails  i n  h i s  poet ry  t o  present  the  organic p r inc ip le .  Yet 
Emerson does show one f a c e t  of the  organic theory of man's 
a t t empt ing  t o  i m i t a t e  nature I s  works, Emerson even uses  
paradox i n  "The Snow-Stormn--something Feidelson th inks  
Emerson does n o t  use.  3 
It i s  a c h a r a c t e r i s t i c  of Emerson t h a t  he makes no 
d i s t i n c t i o n  between t h e  word and the  v i s u a l  Image, jus t  as 
he t r i e s  t o  e l imina te  t h e  d i s t i n c t i o n s  between word and 
4 
though t ,  word and thing.  O r ,  as Emerson s t a t e s :  
A m n  conversing i n  ea rnes t ,  i f  he watch h i s  
i n t e l l e c t u a l  processes ,  w i l l  f ind t h a t  a material 
image more o r  l e s s  luminous a r i s e s  i n  h i s  d n d ,  
contemporaneous w i t h  every thought, which furn ishes  
t h e  vestment of t h e  thought. Hence, good w r i t i n g  and 
b r i l l i a n t  d i scourse  a r e  perpe tua l  a l l e g o r i e s .  This  
imagery is spontaneous. I t  is the  blending of 
experience wi th  t h e  present  a c t i o n  of the  nfnd. It is 
proper  c r e a t i o n .  It is t h e  working of the  Orlginaa 
Cause through t h e  instruments he has a l ready made.' 
3 See above pwe 45. 
4 
Feldelson ,  2. G., p. 298. 
5 ~ t k l n s o n ,  2. G., Nature. p. 1'7. 
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~ o o d  wr i t ing ,  then, would be al legory which did not a i m  t o  
be a l l e g o r i c a l .  The metaphor is defined as "nature is  one 
1 th ing  and t h e  other  thing a t  the same moment.t1 Figures of 
2 speech represen t  spiritual t r u t h  symbolicdlly. Theref ore ,  
~ m e r s o n ' s  art  is organic I n  tha t  it reproduces the moral l a w  
3 as r e f l e c t e d  i n  nature. A s  Emerson metaphorically explains : 
I n  t h e  woods, too,  a man cas ts  off h i s  year, as the  
snake h i s  slough, and a t  tha t  period soever of l i f e  is  
always a chi ld .  In  the woods i s  perpetual youth . . . 
I n  t he  woods we r e tu rn  t o  reason and f a i t h .  There I 
f e e l  t h a t  nothing can b e f a l l  me i n  llfe--no disgrace, 
no calamity ( leaving me my eyes) ,  which nature cannot 
r e p a i r .  Standing on the  bare ground--my head bathed 
by t h e  b l i t h e  a i r  and up l i f t ed  i n to  i n f i n i t e  space-- 
a l l  mean egot i sa  vanishes. I become a transparent 
eyeba l l ;  I a m  nothing; I see a l l ;  the currents  of the 
Universal Belrq  c i rcu la te  through me: I a m  part or 
p a r c e l  of God.  
Thus, man becomes a chi ld  and a l s o  a part of God. Zmerson 
a l s o  expla ins  t h i s  idea t ha t  an  adul t  usually cannot see 
na ture ,  o r  he has very superf i c i a l  seeing. "The sun 
i l lumina tes  only the eye of the man, but shines i n t o  the eye 
and the  hear t  of the ch i ldO5  This same idea is found i n  
rel i lgion:  
I 
Teldelson, OJ. s., p. 147. 
L Allen,  OJ. G., p. 96. 
' ~ o b e r t  E. S p i l l e r ,  Willard Thorpe. -- e t  al.. L i t e r a r  
~o rnpan~  , - I 9 p . r  
+ History of LTnited S t a t e s ,  Vol. I (New York: Kacmil an 
Veri ly  I say unto you, iJhosoever s h a l l  not receive 
t he  kingdom oflGod as a l i t t l e  chi ld,  he shall not 
e n t e r  the re in .  
~ e i d e l s o n  professes that when Emerson says that t h e  
percept ion of sYmbols enables man t o  see both the poet ic  
~ ~ n s t r u c t i o n  of th ings  and the primary r e l a t i on  of mind t o  
mat ter ,  and t h i s  same perception normally creates the  whole 
apparatus  of poe t ic  expression, he is identifying poetry 
wi th  symbolism. Symbolism with a mode of perception an& 
symbolic perception with the vis ion is, f i r s t ,  of a symbolic 
s t r u c t u r e  i n  the  r e a l  world, and, second, is of a symbolic 
r e l a t i o n s h i p  between nature and mind. Poetic v i s ion  is, 
the re fo re ,  the  perception of the symbolic character of 
th ings .  Poe t ic  s t ruc tu re ,  the form of t h i s  v is ion,  is  
a t t a i n e d  when the  poet no longer sees snow a s  snow, or  
horses as horses,  but only sees or  names them representa- 
t i v e l y  f o r  those i n t e r i o r  f a c t s  which they signify.  
2 
a e r s o n  explains the above idea i n  !'The Poet. Re 
considers  the  usage of symbols a s  having a ce r t a in  power of 
emancipation and exhi la ra t ion  f o r  a l l  men. He then l ikens  
man, again, t o  a ch i ld :  
Ma seem t o  be touched by a wand which makes us 
dance and run about happily, l i k e  children.3 
3 Atkinson. x. a,, !'The Poet,11 p. 334. 
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Emerson wants t o  convey the  Idea of the  poets  being t h e  
l i b e r a t i m  gods. Thus, he uses f i g u r a t i v e  language t o  
r e v e a l  t h e  sensua l  pleasure of using s ~ b o l s :  
We a r e  l i k e  persons who come out of a cave o r  c e l l a r  
i n t o  t h e  open air. This is the  e f f e c t  on us of t ropes .  
f a b l e s ,  o r a c l e s  fnd a l l  poe t i c  forms. Poets a r e  thus  l i b e r a t  ing gods. 
One cannot leave t h i s  idea of Emerson's organic 
theory  without  d i scuss ing  h i s  c i r c l e  symbolisr. Cer ta in ly  
here  Emerson shows t h a t  the  moral l a w  is r e f l e c t e d  i n  na ture .  
Metaphorical ly ,  he s t a t e s :  
Xho looks upon a r i v e r  i n  a meditative hour and is 
no t  reminded of the  f l u x  of a l l  things? Throw a s tone  
i n t o  t h e  stream and the  c i r c l e s  t h a t  propagate them- 
s e l v e s  a r e  the  b e a u t i f u l  type of a l l  influence.  Ifan 
is conscious of a universa l  sou l  wi th in  o r  behind h i s  
individual l i f e ,  wherein, as I n  a firmament, t h e  na tu res  
of J u s t i c e ,  Truth,  Love, Freedom, a r i s e  and shine.2 
In t h e  e s s a y ,  w C l r c l e s ,  Smerson contends : 
The eye Is t h e  f i r s t  c i r c l e ;  the horizon which it 
forms Is the  second; and throughout nature t h i s  primary 
f i g u r e  i s  repeated  without end. It is the  highest  
emblem i n  the  c ipher  of the  world. S t .  lugus t ine  
d e s c r i b e d  the  na ture  of God as a c i r c l e  whose cent re  
was everywhere and i t s  circumference nowhere. 3 
Emerson p r e s e n t s  the  c i r c l e  Image i n  the  introductory poem 
of t lCi rc lesn  as "Xature cent res  i n t o  balls. * 
4 
One can t hen  see  t h a t  Emerson does make use of t h e  
Organic theory  and t h e  f l u x i o n a l  symbol. Through h i s  pre- 
s e n t a t i o n  of what t h e  t r u e  poet must do, Emerson is a b l e  t o  
2 ~ b i d . .  - Nature. p. 15. 
3 ~ b l d . .  - "The Poet ,  p. 279. 'lbid. -
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an important concept of nature. Nature is  t rans i -  
t i o n a l .  f l ux iona lp  and ever new. Most importantly, nature 
' i s  a symbol t o  some s p i r i t u a l  t r u th ,  as every physical or  
n a t u r a l  l a w  corresponds with a moral law. 
Emerson uses the symbol, the metaphor, the s imi le ,  
and/or t r opes  t o  convey h i s  concept of nature. Some 
metaphors have been previously l i s t e d  a s  a l s o  representing 
o the r  l i t e r a r y  devices.  A s  a representative sampling, 
3merson uses  the  metaphor t o  show beauty i n  nature. Clouds 
a r e  "pink f lakesft1 and Itslender bars @hat> f loa t  l i k e  
2 
f i s h e s  i n  t h e  sea of crimson l i gh t .  I n  the  f o r e s t ,  the  
3 Itstems of pines and hemlocks gleam l i k e  iron,ll  and the  
" l e a f l e s s  t r e e s  become sp i r e s  of flame. 4 
Although Zmersonts metaphors and symbols may not be 
organic I n  t h a t  they a r e  contrived t o  show the  poet what he 
must do,  Zmerson uses symbolism t o  show other cha rac t e r i s t i c s  
of nature .  Emerson uses personif icat ion,  as shown i n  
Chapter 111, and symbolism t o  show re l i g ion  In nature. A s  
s t a t e d  before: "Therefore is  Nature ever the a l l y  of 
Religion: lends a l l  her pomp and r iches  t o  the  r e l i g ious  
sentiment.  1t5 Through the  usage of symbols, metaphors, and 
s i m i l e s ,  Emerson is able  t o  c l a r i f y  h i s  concept of nature.  
1 L Ibld. .  Nature, p. 10. 
- - Ibid. 
3 ~ b i d . ,  - ntNature,ln p.  407. 4 ~ b i d . ,  - Nature, p. 10. 
The organic theory  and h i s  theory of correspondences are 
strengthened by the usage of these literary devices. 
ALLUSIONS I N  NATURE 
B i x b ~  s t a t e s  t h a t  Emerson's essays Itglisten with a p t  
l i t e r a r y  a l l u s ions  and i l l u s t r a t i ons t1  and tha t  Emerson. l i k e  
Shakespeare. adorns and transforms what he took from others .  1 
One can agree with Sixby tha t  both authors borrowed from 
o the r s ,  but from reading both Shakespeare and Emerson, one 
concludes t h a t  Shakespeare f a r  exceeds Emerson i n  the use of 
I a l l u s i o n s  f o r  e f f e c t .  
I n  I1Nature1' Emerson al ludes t o  the wind as the echoes i 
of a horn i n  t he  Notch Mountains which Itconvert the mountains 
I 
2 i n t o  an Aeolian harp. Aeolus, the king of the winds, was 
a Greek god of the  ear th .  The Aeolian harp i s  transcendental 
7 
as the  music is made by God. No human hand is used t o  
present  the  music and the I n s t m e n t  i t s e l f  Is made by 
nature alone. The Aeolian harp idea has  been considered 
t r u l y  romantic as the  wind makes the music; therefore,  it is 
e n t i r e l y  cons i s ten t  f o r  t o  use this a l lus ion.  Addi- 
t i o n a l  wind a l l u s ions  a r e  found i n  Nature. For example, 
Emerson s t a t e s  t h a t  Aeolusls boy car r ies  the I1two and t h i r t y  
w i n d s  i n  the  b o i l e r  of h i s  boatm113 
l~a rnes  T. Bixby, llEmerson as Writer and Man, Arena. 
XXXIX (Eay, 1908). 539. 
2 Atkinson. OJ. G., !!Nature, l1 P- 409- 
3 ~ b i d . .  - Nature, p 8. 
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Emerson professes t h a t  IIBn must seek God i n  nature.  
One th ink  t h a t  many b i b l i c a l  a l lus ions  would 
be used by Emerson in h i s  concept of nature. 
 his is  t rue .  
He states t h a t  "al l  the  creatures by pa i r s  and by t r i v e s  
Pour i n t o  h i s  6he  poet ' 4  mind as i n t o  a Noah's a rk ,  t o  
1 come f o r t h  aga in  t o  people a new world.rl He uses a n  
a l l u s i o n  t o  Paul  t o  a i d  i n  understanding both the  n a t u r a l  
and t h e  s p i r i t u a l  world: 
The seed of a plant--to what a f fec t ing  analogies  i n  
t h e  nature  of man is t h a t  l i t t l e  f r u i t  made use o f ,  i n  
a l l  d i scourse ,  up t o  the voice of Paul, who c a l l s  the  
human corpse as ~ e e d - - ~ ~ I t  is sown a na tu ra l  body; it is  
r a i s e d  a s p i r i t u a l  body.u2 
Here Emerson shows t he  correspondence theory t h a t  every 
physical o r  natural l a w  corresponds with a moral law. A s  
manta phys ica l  body is  buried, the sou l  i s  ra ised .  
I n  showing how nature is made t o  serve, he c l a r i f i e s  
t h i s  po in t  by a n  a l l u s i o n  t o  Jesus:  
PTature is thoroughly mediate. It is made t o  serve. 
1t rece ives  the  dominion of man as meekly as the  ass 
on which t h e  Savior rode.3 
Nature 1s here  used by man, and man is  carr ied  t h o u g h  life 
on na tu re  as was the  saviour on the  ass .  It is  Important t o  
note t h a t  the Saviour rode i n  triumph i n t o  Jeruselun* and, 
if the  a n a l q p  holds t r u e ,  man r i de s  i n  triumph over na tu re*  
'mid.,  -  he poet ,  p. 340. 
 bid., - Nature, p. 16. 
3 ~ b i d . ,  - p. 22. 
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I n  ' 'Fate, " one of Emersonf s l a t e r  w r i t i n g s ,  however, Emerson 
r e f u t e s  t h i s  idea t h a t  man has complete control over nature. 
Emerson fu r the r s  the idea of God i n  nature by saying : 
Therefore is  Nature ever the a l l y  of Religion: 
l ends  a l l  her  pomp and r iches  t o  the re l ig ious  sen t i -  
ment. Prophet and p r i e s t ,  Dav d ,  Isaiah,  Jesus, have 
drawn deeply from t h i s  source. 1 
Zmerson constant ly  a l ludes  t o  G o d  and Ris close re la t ionsh ip  
wi th  and t o  nature.  A s  man must seek God i n  nature, B ib l i ca l  
a l l u s i o n s  do a i d  i n  understanding and i n  showing Emerson's 
concept of nature. 
Emerson r e f e r s  t o  many Greek myths i n  mderstandlng 
nature .  Most of the  Greek gods alluded t o  a r e  of nature : 
. . . thou &he t r u e  poet] must pass f o r  a foo l  and a 
chu r l  f o r  a long season. This is the screen and 
shea th  i n  wh ch  Pan has protected his well-beloved 
flower . . . 1 
IIere Zmerson shows Pan, the chief god of ea r th ,  not as the  
gay companion of the  woodland nynphs, 'but a s  a protector  of 
them. He continues t h i s  idea i n  nNaturerl: 
F r i v o l i t y  is a most un f i t  t r i bu t e  t o  Pan, who ought 
t o  be represented n the mytholosy a s  the nost 
cont inent  of gods. 3 
Pan is chaste r a t h e r  than the  would-be lover of a nymph and 
the noisy,  merry, goat- l ike god. 
Tmerson r e f e r s  t o  many gods and goddesses, each 
r e p r e s e n t i w  a p a r t  of nature. Sometimes he is  just listlw 
'1bld.. D. 23.  bid., - !#The Poet. p. 3&0. 
these goddesses : 
"the door f o r  remote Flora, ~a-, Ceres, 
1 
and PomOna to come i n *  " These are  goddesses of the 
9 the f ie lds  t the  Corn, and the orchards and gardens 
respec t ive ly  I n  the above case, a l l  these goddesses of 
nature are f er t i l i t~  gods 
"Ap0ll0, Diana, and a l l  divine 
2 
hunters  and huntresses" f a l l  in to  the above category as the 
goddesses of t r u t h ,  l i g h t ,  O r  the sun, and the chief huntsman 
or  goddess of t he  moon. Emerson r e f e r s  t o  the gods of the  
sky, t he  lower world, and the sea i n  l ike  manner: 
For t he  Universe has three children, born a t  one 
t ime,  which reappear under d i f fe ren t  names i n  every 
system of thought, whether they be cal led cause, 
opera t ion and e f f e c t ;  or ,  nore poetical ly,  Jove, 
P lu to ,  Neptune; o r ,  theologically,  the Father, the 
S p i r i t  and the  Son; but which we w i l l  c a l l  here the  
ICnower, the Doer and the Sayer. These stand respectively 
f o r  the  love of t r u t h ,  fo r  the love of good, and f o r  
t he  love of beauty.3 
Here, as with Pan and the other gods and goddesses of nature,  
&arson presents  nature as qod-like. Nature has r i s e n  above 
the  mundane and becones glamorized. F e r t i l i t y  i s  placed on 
a supe r io r  plane by man. 
AS a n  e a r l y  ~ ranscenden ta l i s t ,  zmerson w a s  g r ea t ly  
lnf  luenced by European philosophers: Kant and Rege1 
Gemany; Wedenborg of Sweden: Carlyle and ColeriQe 
~ m h ~ d .  ms also influenced by the Neo-Phtonists and 
1 
 bid., p. 412. 
-
 bid., - p. 409. 
3xbj.d. , 11The Poet, " Pm 3z1- 
-
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by Oriental Scr ip tu res ,  thus ,  i n  Emerson's writings, he 
makes re fe rence  t o  them. He discusses Swedenborg as the 
" t r a n s l a t o r  of nature i n t o  thought. Even thowh Smerson 
admires Snedenborg ' s theor ies  and g r ea t  a b i l l t y  , Emerson 
c r i t i c i z e s  h h  as a mystic, who defines the  meaning of each 
symbol t o o  narrowly: 
Everything on which h i s  eye r e s t s ,  obeys the 
Impulses of moral nature.  The f i g s  become grapes 
w h i l s t  he e a t s  them. Nhen some of h i s  angels 
aff i rmed a t r u t h ,  the l a u r e l  twig which they held 
blossomed i n  t h e i r  hands.2 
Through t h i s  a l l u s i o n  t o  Swedenborg, one can see Emersonls 
i dea s  on mysticism and t rue  poetry. 
P l a t o ,  t o  Emerson, is a representat ive man with a n  
o r i g i n a l  mind. Emerson oftentimes a l ludes  t o  Plato.  Re 
quotes P l a t o  i n  saying: 
"The problem of philosophy, according t o  P la to  
llis, for a l l  t h a t  e x i s t s  conditiona l y ,  t o  f ind  a 
ground uncondit ioned and absolute.  If  3 
He a g a i n a d m i t s  t o  accepting Platots views: 
I n  view of t h i s  half-sight of science, we accept 
t h e  sentence of P la to ,  thaz  Ifpoetry comes nearer  t o  
v i t a l  t r u t h  than h i ~ t o r y . "  
Eherson quotes the Greeks as i n  Nature he s t a t e s  : 
< 
"Ancient Greeks ca l l ed  the world beauty. n J  He a l ludes  t o  
Homer, t he  g r e a t  Greek ep ic  poet; t o  Pindar. the Greek l y r i c  
3 ~ b l d . .  -- Nature. p. 31. 
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poet  famous f o r  grandeur of s t y l e ;  t o  Socrates,  the  g r e a t  
Greek phi losopher  and teacher ;  and t o  many of the  l e s se r -  
known Greek w r i t e r s  and philosophers : Empedocles, 
I 
~ e r a c l i t u s ,  P lu ta rch ,  Proclus,  and Pythagoras. 
Emerson a l l u d e s  t o  men In  a l l  walks of l i f e :  Raydn, 2 
t h e  A u s t r i a n  composer of the  1700's: ~ a n e s , ~  the Persian who 
t augh t  a system compounded of Zorastr ian dualism and 
C h r i s t i a n  s o t e r i o l o g y .  According t o  Manest system, man's 
s o u l ,  sprung from t h e  Kingdom of Light, seeks escape from 
t h e  Kingdom of Darkness, the  body. This philosophy, 
Manichean, can be seen  i n  Enersonfs view of l i f e .  Emerson 
4 
a l l u d e s  t o  Michael Angelo, the  I t a l i a n  archi tech  and poet ;  
George ~ e r b e r t  , 5 t h e  English poet of the  l a t e  1500 's; 
6 7 
Dante, t h e  q r e a t  I t a l i a n  poet;  Vitruvius,  the  Roman 
8 
a r c h i t e c t  of t h e  first century B. C. ; George Chapman, a n  
Engl ish  d r a m a t i s t  of t h e  1500's; ChaucerV9 a n  Ehglish poet 
10 11 
of t h e  1 3 0 0 q s ;  Agrippa, a Roman statesman; and Kepler, a 
German astronomer.  Each of these a l lus ions  is t o  a g r e a t  
man of t h e  past. Emerson is  b e t t e r  understood by h o w i w  
'1bid. -. T h e  Poet,  pp. 320-334. 
2 
Ibid. , Nature, p. 24. 
-
6 I b i d . ,  "The Poe t , "  p. 320. '1bid.. p. 334. 
-
8 ~ b i d .  - 9 ~ b i d .  - 
11 
J.J. Ibid.  
-
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what g r e a t  men inf'luenced him. Emersonts m i t l n g s  a re  
enriched by reference t o  these great  men of the past.  
Emerson presents  the 'Irichn poets : 
. . . as Homer, Chaucer, Shakespeare, and Raphael, 
h h o l  have obviously no l i m i t s  t o  t h e i r  works except 
. t he  l i m i t s  of t h e i r  l i fe t ime,  and resemble a mirror 
c a r r i e d  through the str e t ,  ready t o  render an image 
of every created thing. I 
Emerson quotes from these poetst  works In  h i s  essays. These 
c i t a t i o n s  a i d  Emerson i n  elaborating on spec i f ic  ideas. The 
reader ,  In t u r n ,  l ea rns  not only about these poets1 wri t ings ,  
but  about Emersonf s viewpoint on the writings. 
For example, Emerson s t a t e s  tha t :  
Shakespeare possesses the power of subordinating 
nature  f o r  the  purposes of expression, beyond a l l  
poe t s  . . . We a r e  made aware t ha t  magnitude of 
a ~ t e r i a l  t h i w s  is  r e l a t i ve ,  and a l l  objects shrink 
and expand t o  serve the passion of the poet. Thus 
i n  h i s  sonnets ,  the Lays of birds,  the scents and 
dyes of flowers he f inds  t o  be the shadow of h i s  
beloved; t i n e ,  which keeps her from him, is  h i s  
ches t ;  the  s u s  i c ion  s h e  has awakened, i s  her 
ornament . . . h 
Than, t o  f u r t h e r  i l l u s t r a t e  the f a c t  t ha t  material obJects 
underqo a t r ans f igu ra t ion  through the passion of the poet, 
h e r s o n  quotes f r o a  Arie l  and Prospero i n  Shakespeare's - The 
Tempest : 
ARIEL. The stronq based promontory 
Fsva I made shake, and by the spurs plucked up 
The pine and cedar. 
 bid., Nature, p. 29. 
pROSP%RO. A solemn air .  ,and the best  comforter 
To a n  u n s e t t l e d  fancy. cure thy bra in  
NOW u s e l e s s ,  boi led  within t h y  sku l l .  9 
Probably t h e  most obvious a l l u s i o n  t o  nature i s  i n  
~ m e r s o n ' s  Nature as he speaks of the ancients :  "The dawn is 
my Assyr ia ;  t h e  sunse t  and moonrise mg. ~ a ~ h o s ~ ~  :' and of t h e  
modern c o u n t r i e s  : "broad noon s h a l l  be my England . . . t he  
n l g h t  s h a l l  be my Germany of mystic philosophy and dreams!n3 
C e r t a i n l y  h i s  last a l l u s i o n  t o  Germany would r e f e r  t o  Kant 
and t h e  o t h e r  German i d e a l i s t s  who influenced !!herson. 
These phrases  a r e  e l abora te  poet ic  wordings, but they give 
f o r t h  a l o v e l y  e f f e c t  w i t h  t h e i r  mythological a l lus ions .  
Emerson's a l l u s i o n s  f u r t h e r  h i s  concept of na ture  i n  
s e v e r a l  ways. H i s  B i b l i c a l  a l lus ions  ef f e c t l v e l y  show 
na tu re  and i t s  intimacy w i t h  God. By using a l l u s i o n s  t o  the  
gods and goddesses of nature,  Emerson g ives  nature an upuard 
l i f t  and Improves t h e  s t a t u r e  of nature.  Emersonls a l l u s i o n s  
t o  g r e a t  men, q r e a t  w r l t e r s  and t h e i r  writings, show how 
Emersonrs philosophy of nature evolved as he borrowed from 
many of the g r e a t  w r i t e r s  of the  past .  
A Ib id . .  p. 30. 
-
2 ~ b i d . .  Nature, p.  10. 
CHAPTER VI 
SYNECDOClXE AM) MINOR LITERARY DEVICES IN NATUElE 
Yhen Emerson s t a t e s  t h a t  there is  no f a c t  i n  nature 
which does not  car ry  the  whole sense of nature, and t h a t  the 
e n t i r e  system of t h ings  is represented i n  every p a r t i c l e ,  he 
Is def  In ing  synecdoche . Theref ore, Emerson of t en  uses the 
l i t e r a r y  device of synecdoche as he describes pa r t s  of 
na tu re  as represen t ing  the whole of nature. Synecdoche is 
cons t an t l y  used i n  a l l  previous l i t e r a r y  devices discussed 
i n  t h e  preceding chapters .  
Emerson i s ,  therefore ,  carrying out the each and a l l  
theory  d iscussed i n  Chapter 11. A s  Emerson s t a t e s  i n  h i s  
poem, T a c h  and A l l n  : 
A l l  are needed by each one; 
Nothlnq i s  f a i r  o r  good alone. 
3es ides  showing a par t  of nature a s  the whole, 
Emerson even uses  a por t ion  of a par t  of nature t o  fu r t he r  
8Ubdivide. For example, he s t a t e s :  "There is more wool and 
2 
f h X  In t he  f i e ld s . "  Thls  gives only wool f o r  sheep and 
flax f o r  g ra in .  
As previous ly  mentioned. hnerson catalws pa r t s  of 
M t u r e  r e p r e s e n t i ~  a11 of nature.  In  Nature he s t a t e s  the  
f ollowlng : 
'dhlchor, z. G., l8Bach and A l l , "  p. 413. 
2 Atkinson, 9. g.. Nature, p. 3.  
The primary forms, as the sky ,  the mountain, the 
t r e e ,  the  animal, give us a del ight  i n  and f o r  them- 
s e lves .1  
O r ,  a g a i n  i n  -* Nature he t e l l s  t ha t  nthe l ea f ,  a sunbeam, a 
landscape,  t h e  ocean. make an  analogous impression on the 
2 
mind. " 
Cer ta in ly  Emerson uses synecdoche and uses it well  t o  
aid i n  expla in ing p a r t s  of nature a s  representing the whole 
of nature .  O r ,  as Emerson explained i n  h i s  Second Ser ies  
essay on tlNaturell : 
That power which does not respect quanti ty,  which 
makes t h e  whole and the  par t i c le  i t s  equal channel, 
d e l e g a t e s  i t s  smile t o  the morning, and d is t i l s  i t s  
essence i n t o  every drop of rain.3 
There a r e  countless  i l l u s t r a t i o n s  of Emersonr s show- 
ing  parts of na ture ,  but these par t s  represent the whole: 
But bes ides  t h i s  general  grace diffused over nature,  
almost  all the  individual  forms a re  agreeable t o  the 
eye, as is  proved by our endless imitations of some of 
them, as the  acorn,  the grape, the pine-cone, the 
wheat-ear, the  egg,  the winqs and forms of most birds, 
t he  l l o n l s  claw, the serpent ,  the but ter f ly .  sea-shel ls ,  
f lames,  t r e e s ,  a s  the 
Here Emerson s t a t e s  t h a t  the par t s  of nature a r e  ac tua l l y  
Imi t a t i ons  of one another.  He seems t o  be u s i l z ~  a theory 
8imilar t o  Thoreaufs lobe theory. Thoreau explains t ha t  a l l  
P a r t s  of man's body and of nature a r e  imitat ions of the lobe: 
The e a r  may be regarded, fanci fu l ly ,  a s  a l ichen, 
on the s i d e  of the  head, with i t s  lobe or drop . . . 
l ~ b i d . ,  - p. 9.  bid., - p. 13. 
3 ~ b l d .  , tlNature, l1 p. 421. 
4 
-
Ib id . ,  Nature, p. 9. 
-
The nose i s  a m n i f e s t  congealed drop or  s t a l a c t i t e .  
The c h i n  is a s t i l l  l a r g e r  drop . . . Each rounded lobe  of t h e  vegetable  l e a f ,  too, is  a th ick  and now 
l o i t e r i n g  drop,  l a r g e r  or  smaller;  the  lobes a r e  the  
f i n g e r s  of the  l e a f ;  and as many lobes as it has, i n  
s o  many d i r e c t i o n s  tends t o  flow, and more heat or  
o t h e r  g e n i a l ,  inf luences  would have caused it t o  flow 
y e t  f a r t h e r m L  
o r ,  a g a i n ,  as Emerson s t a t e s  it: 
For a l though the  works of nature a r e  innumerable 
and a l l  d i f f e r e n t ,  the  r e s u l t  or  the  expression of 
them a l l  is similar and s ingle .  Nature is  a sea of 
f o m s  r a d i c a l l y  a l i k e  and even unique. A l e a f ,  a 
sunbeam, a landscape, the  ocean, make a n  analogous 
impress ion  on t h e  mind. What is common t o  them all-- 
t h a t  p e r f e c t n e s s  and harmony, i s  beauty . . . Nothing 
i s  q u i t e  b e a u t i f u l  a lone;  nothing is beau t i fu l  i n  t h e  
whole. A s i n g l e  objec t  is on1 s o  f a r  beau t i fu l  as it 
s u g g e s t s  t h i s  u n i v e r s a l  grace. h 
I n  t h e  poem "Brahma, Emerson r e i t e r a t e s  the  idea of I 
u n i t y  i n  v a r i e t y :  I 
Far  o r  f o r g o t  t o  me Is near ;  
Shadow o r  s u n l i g h t  is the same. 3 
P o s s i b l y  t h e  most b e a u t i f u l l y  s t a t ed  form of the  theory is 
i n  Emerson1 s Nature : I 1 
. . . a l e a f ,  a drop, a c r y s t a l ,  a moment of time, i s  
r e l a t e d  t o  t h e  whole and partakes of the per fec t ion  of 
t h e  whole. 7ach p a r t i c l e  is a microcosm and f a i t h -  
f u l l y  r e n d e r s  the  l ikeness  of the world. 4 
Here Emerson 
i n  i t s e l f ,  
t h a t  each drop of water is a universe 
bu t  it i s  a part of the whole world. 
1 Thoreau. 9. g., pp. 270-271. 
2 Atkinson, 2. G., Nature, PP. 13-14. 
'1bid. -, Nature,  p. 24. 
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So no one can miss the  point,  Emerson s t a t e s  p la in ly :  
Every c rea tu re  1s only a modification of the other;  
t h e  l i k e n e s s  i n  them i s  more than the difference,  and 
t h e i r  r a d i c a l  l a w  is one and the same. A ru le  of one 
a r t ,  o r  a l a w  of one organization, holds t rue  through- 
out  na ture .  So int imate is  t h i s  Unity, t h a t ,  it is 
e a s i l y  seen. it l i e s  under the undermost garment of 
Nature,  and be t rays  i t s  source i n  Universal Sp i r i t .  
For it pervades Thought a lso .  Every universal  t r u t h  
- - - . . - - 
which w e  exp e s s  i n  words, implies o r  supposes every 
o t h e r  t r u t h .  f 
Emerson now c a r r i e s  t he  uni ty  i n  va r ie ty  theory in to  the 
theory  of correspondence : Every na tu ra l  f a c t  is a symbol of 
some s p i r i t u a l  f a c t .  Thus, a s  a l l  things i n  nature a r e  
modif lca t ions  of one another ,  so  a l s o  a r e  universal  t r u t h s  
modi f i ca t ions  of o the r  t r u th s .  
Emerson's essays  a r e  f i l l e d  with good i l l u s t r a t i o n s  
of h i s  u n i t y  I n  v a r i e t y  theory of nature. Another such 
v i v i d  example is: 
Man Is t h e  dwarf of himself. Once he was permeated 
and d i s so lved  by s p i r i t .  He f i l l e d  nature with h i s  
overflowing currents .  Out  fro^ him sprang the sun and 
moon; from m n  t he  sun, from woman the moon. The l a w s  
of h i s  mind, t h e  periods of h i s  ac t ions  externized 
themselves i n t o  day and night ,  i n to  the year and the 
masons .  3ut .  having aade f o r  himself t h i s  huse s h e l l ,  
h i s  waters  r e t i r e d ;  he no l o w e r  f i l l s  the  veins and 
ve ln le t s ;  he is shrunk t o  a drop . . . 2 
Fan 1s a t  once a microcosm and macrocosm; he I s  both a 
little world and the  e n t i r e  universe. A s  a dwarf. aan i s  
the  l i t t l e  world,  poss lb ly  even just  a seed of l i f e .  but man 
can a l s o  be a represen ta t ion  of the e n t l r e  universe. 
2 ~ b I d . ,  - pp. 30-40. 
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Zmerson gees m n  not i n  matter, but i n  s p i r i t .  Man can 
t r anscend  L n t ~  the u n i v e r s a l  Ban, 
Throughout these quotat ions,  one sees t h e  concept of 
~ v o l u t i u n .  E m e r s o n  anticipates Danrinls The Origin of 
- - 
Species which w a s  not published u n t i l  1859--aver twenty 
y e a r s  a f t e r  m e r ~ ~ n ' ~  w r i t i r g  of Nature. Danrinls theory of 
e v o l u t i o n  is seen agafn and again as each living thin3 i n  
nature is a rnodiffcation o r  imi ta t ion  of another l i v i r g  
t h i w ,  t h s  one part of nature aay evolve I n t o  another p a r t  
of nature. 
Dualisra is represented I n  Taan as man is  shown i n  both 
the  pktysiwl and s p i r i t u a l  sense: 
A man is a g& i n  ru ins .  :*en men a r e  innocent, 
life s h a l l  be longer ,  an& s h a l l  pass i n t o  the immortal 
as g e n t l y  as we awake from dreams. I 
Emerson is both  myst ic  and pragmatic. Zmerson s t a t e s  t h a t  
knowledqe is  good only when used, but h i s  knowleitge is  of 
God and Soul. The - Ye I s  the  Soul; t h e  -- ?lot Me is  the  physioal  
un ive r se .  The universe ,  i n  Bnerson~s  words, "is composed of 
Nature and the Soul."2 A ~ a i n .  nature is  the physical  and 
t h e  Sou l  is the  spiritual. Emerson t e l l s  t h a t  man has the 
Divine Ael- w i t h i n  him as shown by ~ n e r s o n ' s  a y s t i c  
exper ience  of beim a t ransparent  eyebsl l .  The ~ n i v e r s a l  
R e l w  1s the e y e b a l l ,  %nerson the beim: s o  he is Part of 
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God. The s p i r i t  and m a t e r i a l  must join together f o r  meaniw. 
v i s i b l e  n a t u r e  must have a nonphysical s i d e ;  thus we have 
dual ism i n  n a t u r e .  
Tbou!3h t h e  usage of synecdoche, Emerson is ab le  t o  
v i v i d l y  i l l u s t r a t e  t h a t  the  p a r t s  of nature represent the  
whole of n a t u r e .  Emerson not only i l l u s t r a t e s  the uni ty  i n  
v a r i e t y  o r  each  and a l l  theory,  but a l s o  shows the evolut ion 
concept of n a t u r e  and t h e  dualism found i n  nature. 3merson1s 
i l l u s t r a t i o n s  a r e  v i v i d ,  concrete,  and e a s i l y  understood i n  
developing t h e s e  concepts of nature.  
In  keeping wi th  h i s  d e s i r e  t o  show nature i n  a l l  i t s  
beauty and g l o r y ,  Emerson avoids using any l i t o t e s  a t  a l l .  
Rather  t h a n  u n d e r s t a t e ,  he chooses t o  exaggerate t o  heighten 
t h e  a f f e c t  on t h e  reader .  
Emerson states i n  ?Tature that "The sun i l luminates  
only t h e  eye of t h e  man, but shines i n t o  the eye and hea r t  
1 
of t h e  c h i l d .  Fe s t a t e s  t h a t  the  south wind "converts a l l  
2 
t r e e s  t o  wind-harps. Here he is returning t o  the Aeolian 
harp i d e a  p r e v l o u s l y  discussed. Emerson seems t o  apprec ia te  
hyperbole as he mentions I t  whlle discussing some of 
Shakespeare ' a  writiws. Emerson quotes from Shakespeare's 
poetsy:  
Take t h o s e  l i p s  away 
Which s o  sweet ly  ware forsworn: 
~ n d  t h o s e  eyes,--the break of day, 
L i g h t s  t h a t  do  mislead the  morn. 
The w i l d  beauty of t h i s  hyperbole, I may say i n  pass- 
i n g ,  i t  would n o t  be easy t o  match i n  1 i t e r a t u r e . l  
Emerson seems t o  take  pleasure i n  reading works with 
hyperbole  and even r e f e r s  t o  Shakespeare I s  wri t ing as "wild 
beauty." C e r t a i n l y  a l l  t h r e e  of the quotations a r e  gross  
exaggera t ions  used f o r  e f f e c t .  
Another obvious exaggeration i s  found i n  "The Poet 
as Emerson i s  read ing  a poem: 
And now my cha ins  a r e  broken; I s h a l l  mount above 
t h e s e  c louds  and opaque airs i n  which I life--opaque, 
thouqh they  seem transparent--and from the hea en of 
t r u t h  I s h a l l  s e e  and comprehend my re la t ions .  1 
Emerson i m p l i e s  t h a t  only through poetry can man r i s e  above 
the  e a r t h  and t ranscend i n t o  the  heavens. Here man can f i n d  
the  moral  and s p i r i t u a l  t r u t h s .  
Bmerson states t h a t  the  poet "puts eyes and a tongue 
3 
I n  every dumb and inanimate object." Another exaggeration 
of what t h e  poet  should be ab le  t o  do is found i n  knowing 
the  p o e t  I s  h a b i t  of l i v i n g :  
I i is  @he poet fd  cheerfulness should be the  g i f t  of 
t h e  s u n l i g h t ,  t h e  air should su f f i ce  forbhis  inspi ra-  
t i o n ,  and he should be t i p s y  with water. 
Many o t h e r  illustrations can be found slmilar t o  the  above 
quotation. Emerson h a s  a tendency t o  exwqera te  when 
1 
Ib ld . ,  Nature,  p. 30. 
-
2 Ib id . ,  "The Poet ,"  p. 324. 
-
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referring t o  t h e  p o e t  and what the  poet can and must do t o  
show n a t u r e .  Th i s  tendency may be q u i t e  object ionable  t o  
t h e  r e a d e r  who is n o t  as exuberant over nature as Emerson 
obv ious ly  is. 
Hyperbole def i n i t e l y  overlaps i n t o  e labora te  wordiw 
found i n  euphuisms. Emerson r e a d i l y  admits t h a t  he has 
e u p h u i s t i c  t e n d e n c i e s .  He admlts that 'as soon as men begin 
t o  write o n  n a t u r e ,  t h e y  f a l l  i n t o  euph~ l s rn .~ '  This 
ex t r avagence  of wording may cause a r t i f i c i a l i t y ,  thus  defeat-  
i ng  t h e  purpose of Emerson--to show nature  as It t r u l y  is. 
Emersonf s best euphuisms can be found i n  Nature and 
Give m e  h e a l t h  and a day,  and I w i l l  make the  pomp 
of emperors  r i d i c u l o u s .  The dawn is my Assyria; t h e  
sunset and n o o n r i s e  my Paphos, and u n i w i n a b l e  realms 
of f a e r i e  ; broad noon s h a l l  be mv Enqland of t he  senses  
and t h e  unders tandim,;  t h e  n i  h t  s h a l l  be my Gernany of 
m y s t i c  ph i losophy an? dreams. 3 
In  t h e  above q u o t a t i o n  Emerson uses  balanced cons t ruc t ion ,  
illustrations drawn from mytholosy , and an  over-abundance of 
metaphors - -a l l  q u i t e  r e p r e s e n t a t  i ve  of euphu i s t i c  wr i t ing .  
Another  e x c e l l e n t  example of t h i s  euphuis t ic  form is  
found In t h e  fo l lowinq  from Nature: 
The re fo re  I s  n a t u r e  p lo r ious  with f o m ,  co lo r  and 
motion;  t h a t  every qlove in t he  remotest heaven, every 
chemica l  chanqe f r o a  t h e  rudes t  c r y s t a l  up t o  t h e  l a w s  
of llfe, every  chanre  of veqe ta t ion  from the  f i r s t  
P r i n c i p l e  of arowttl  i n  the  eye of a l e a f .  t o  t h e  t r o p i c a l  
'1bld.. - "Nature ,  It p. 410. 
2 ~ b l d . .  - Nature, p. 10. 
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f o r e  s t  and a n t e d i l u v i a n  coal-mine , every animal 
f u n c t i o n  from t h e  SPOWe UP t o  fiercules, s h a l l  h in t  
o r  thunder  t o  man the  l a w s l O f  r i g h t  and wrow, and 
echo t h e  Ten Commandments. 
Here t h e  r e a d e r  Can v i s u a l i z e  not only how each creature on 
e a r t h  is b e a u t i f u l  and good, but a l s o  how these creatures  
h i n t  o r  thunder  a t  having some s p i r i t u a l  t r u t h  within t h e i r  
na ture .  
The e n t i r e  last paragraph of "The Poett1 shows 
Emerson's exuberant  f e e l i n g  toward the  poet and nature: 
Thou s h a l t  have t h e  whole land f o r  thy park and 
manor, t h e  s e a  f o r  thy  ba th  and navigation, without 
t a x  and wi thou t  envy; and woods and the r i v e r s  thou 
s h a l t  own, and thou s h a l t  possess t h a t  wherein others 
a r e  o n l y  t e n a n t s  and2boarders. Thou t rue  land-lord! 
sea- lord!  a i r - l o r d !  
The above q u o t a t i o n  from the  last paragraph of "The Poetn is  
hyperbole as it is a conscious exaggeration t o  heighten the  
e f f e c t  . Throuqh balanced construct  ion and a l l i t e r a t i o n ,  the  
remainder of t h e  paraqraph seems t o  be nore euphuistic.  
'Jherever I s  r e p e a t e d  t o  give the  balanced construction and 
a l l i t e r a t i o n .  The sentence i t s e l f  bui lds  t o  a climax and 
becomas an e x c e l l e n t  ending t o  the  essay on nThe Poet, as 
the  paraqraph seems q u i t e  poet ic .  I n  the  form, s t y l e ,  and 
construction of Whltman, the sentence can become a poem: 
dheraver  snow fal ls  o r  water flows or  b i rds  f l y ,  
' Jherevar  day  and n igh t  meet i n  t w i l i g h t ,  
y h e r e v r r  t h e  b l u e  heaven is hung by clouds o r  somi w i t h  
~tbrt.3, 
Nherever a r e  f 0rms With t ransparent  boundaries, 
Wherever a r e  o u t l e t s  i n t o  c e l e s t i a l  space, 
;{herever i s  danger ,  and awe, and love ,-- 
There is a e a u t y ,  plenteous as r a i n ,  shed f o r  thee.  1 
HOW e f f e c t i v e  i s  Emerson i n  using euphuisms? Emerson 
seems t o  f e e l  t h e  need f o r  the  extravagence and a r t i f i c i a l i t y  
of e u p h u i s t i c  wording and hyperbole, but the  twentieth 
cen tu ry  r e a d e r  u s u a l l y  f i n d s  t h i s  wording t o t a l l y  ornate and 
o ld- fashioned i n  s t y l e  and form. Certainly Emerson is able  
t o  convey t o  t h e  r e a d e r  h i s  f ee l ing  t h a t  there  is nothing 
g r e a t e r  t h a n  h a v i w  a * t r u e u  poet when he wr i tes ,  "Thou t rue  
land-lord!  s e a - l o r d  ! a i r - lo rd !  2 
Through t h e  p o e t ,  Emerson l i f t s  nature from the 
common e a r t h  and c a r r i e s  it across  the  heavens. Emerson 
sets the poet 8 s  Gcvl-given, thus both poet and nature 
t r anscend  beyond and above l i f e  here on ea r th ,  This seems 
quit* i n c o n q ~ a u s  with  the poet becominq t i p s y  fron drlnking 
water from a waden bowl, ,vet Emerson shows both s ides  to 
Rive e s p c c l f l c  e f f e c t .  !an is close t o  nature by drinkins 
the  m t e r  froa a wooden bowl, yet  rnen or  the poet can take 
these common thlnqs  of nature and transcend nature t o  the 
I 
Ibid. 
7
2 Ibld. 
-
CHAPTER VII 
CONCLUSION 
What i s  ~ m e r s o n ' s  concept of nature a s  manifested 
through h i s  l i t e r a r y  dev ices?  No one-sentence statement 
answer t h a t  q u e s t i o n .  Nature i n  the most simplified form is 
d e f i n e d  by Zmerson: 
P h i l ~ ~ ~ p h i ~ a l l y  considered, the universe is con- 
posed of Nature and t h e  Soul. S t r i c t l y  speaking, there- 
f o r e ,  a l l  t h a t  i s  separa te  from us,  a l l  which Philosophy 
d i s t i n g u i s h e s  as t h e  YOT HE, t h a t  i s ,  both nature and 
ar t ,  a l l  o t h e r  men and my own body, must be ranked 
under  t h i s  name, NATURE . . . I s h a l l  use the word i n  
b o t h  senses- - in  i t s  common and i n  i t s  p h i l o s o ~ h i c a l  
import  . . . Rature ,  i n  t h e  common sense, r e f e r s  t o  
e s s e n c e s  ynchawed  by man; space, the a i r ,  the r i v e r ,  
t h e  1eaf . l  
Fhrouqh s e n s o r y  Imagery, Zmerson reveals the qua l i ty  
of beau ty  I n  n a t u r e .  Nature I s  s o f t  t o  the touch and quie t  
o r  harmonious t o  t h e  e a r .  It is sweetly fragranted and 
b e a u t i f u l l y  co lo red .  Yature, then,  is pleasing t o  the 
e y e s ,  ears, and touch of man. 
3y personlf i c ~ t i o n  Znerson shows nature a s  the l o v i m  
mother. She is warm, t ender ,  pro tec t ive ,  s o f t ,  sweet, 
r e l i q i o u s ,  b e a u t i f u l ,  c o l o r f u l ,  persuasive,  and s e l f -  
Suf f  l c l e n t  . Yother n a t u r e  1s found teaching, l o v i n ~ ,  and 
covf o r t i n q .  
T h r o u ~ h  symbols and metaphors, nature develops i n t o  
a f l u x l o n ~ l ,  c h a w i n q ,  t r ans i t iona l  and always-new beauty: 
To t h e  a t t e n t i v e  eye.  each moment of the year ks 
i t s  own beau ty  and  i n  t h e  same f i e l d ,  it beholds, 
e v e r y  hour ,  a p i c t u r e  which W a s  never seen before 
and  which s h a l l  never  be seen again. The heavens 
c h a w e  every  moment, and r e f  e c t  t h e i r  glory or  
gloom on t h e  p l a i n s  beneath. $ 
I n  d e v e l o p i y  h i s  concept of nature,  Emerson discusses 
h i s  phi losophy and t h e o r i e s  in r e l a t i o n  t o  nature. The 
u n i t y  i n  v a r i e t y  t h e o r y  is developed throu3h nature a s  
Emerson shows t i m e  and time aga in  t h a t  there  is  no f a c t  in  
n a t u r e  which does  n o t  c a r r y  t h e  whole sense of nature and 
t h a t  t h e  e n t i r e  sys tem of t h i n s s  is  represented i n  every 
p a r t i c l e  : 
. . . a l e a f ,  a d r o p ,  a c r y s t a l ,  a moment of time, 
is  r e l a t e d  t o  t h e  whole and partakes of the perfection 
of t h e  whole. Each p a r t i c l e  Is a microcosm, and fa i th-  
f u l l y  r e n d e r s  t h e  l i k e n e s s  of the world.2 
From t h i s  t h e o r y ,  he develops h i s  idea of the evolution of 
n a t u r c  an4 t h e  sys tea  of t r a n s i t i o n .  
The comcspondcnce theory is  revealed through 
l i t e r a r y  clcviccs of na tu re .  Nature is a s,vmbol of soae 
s p i r i t u a l  t r u t h  as e v e r y  phys ica l  o r  na tura l   la^ corresponds 
wi th  a moral ~ R W :  
'{ho l o o k s  upon a r i v e r  i n  a meditative hour and I s  
no t  reminded of t h e  f 1~ of a l l  thinqs? Throw a stone 
i n t o  the streaq and t h e  c i r c l e s  t h a t  propagate them- 
se lves  a r e  thp b e a u t i f u l  type of a l l  influence. Ian 
is c o n s c i o u ~  of A u n l v o r s a l  soul  within or behind h i s  
indiviciutrl  l i f e ,  wherein,  as i n  a firmament, the 
1 
Ibid ppm 10-11. 
-* ' 
n a t u r e ?  of J u s t i c e ,  Truth,  Love, Freedom, a r i s e  and 
s h i n e  . 
From t h e  correspondence theory ,  Emerson develops h i s  
d o c t r i n e  of symbols showing that a l l  mater ial  objects of 
n a tu r e  a r e  symbols of t r u t h .  
Emerson e x p l a i n s  t he  o r ~ a n i c  s t y l e  as i t s  growinq out 
of Nature.  The synbo ls  and metaphors a r e  not t o  be 
d e l i b e r a t e l y  c o n t r i v e d ,  bu t  should come from inspiration. 
The Over-Soul, o r  d i v i n e  s p i r i t  i n  man, a ids  man i n  h i s  
w r i t i n g  of na tu r e .  One's genius i s  from God within--the 
Universa l  Mind. 
Cons t an t l y  3merson a l l u d e s  t o  the need of man t o  be 
i n  c l o s e  harmony w i t h  na ture .  Man l i ve s  throuqh nature, 
t h u s  man needs n a t u r e  as nature  needs mn.  I f  man l ives  
throuqh n a t u ~ ,  t h e n  man may be close t o  h i s  re l ig ion  and t o  
t r u e  poe t ry .  1-:an, na tu r e ,  Cod, and poetry a re  a l l  t o  be i n  
c l o s e  haraonv . 
One f l aw of Smerson r e s u l t s  from h i s  i dea l i s t i c  view 
- 
of n a t u r e .  :Zmerson sees only what  he wishes t o  see. =e 
look8 t o  t h e  sky as it  Is more pleasing t o  view than the 
e a r t h .  ? ? a t u r a l i s t l c ,  uely parts of nature a re  oqitted- 
t h e o r y  of  ~ o o d  and e v i l  1s t h a t  e v i l  is  the absence of g o d  
n 2 
and l l e v l l ~  of t h o  world are such only t o  the e v i l  eye* 
::nernon p r e s e n t s  a passive nature most of the t lqe ,  
Yet he .shows [-?other Nature as qu i t e  persuasive. This  seems 
2 ~ b i d . ,  - "The poet," p. 327. 
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t o  be a paradoxica l  s i t u a t i o n  f o r  nature.  
Emerson r e i t e r a t e s  the  need t o  be close t o  nature 
many t i m e s .  Yet Emerson himself does not become close 
enough t o  n a t u r e  i n  h i s  essays.  H i s  sensory imagery does 
not  r e v e a l  v i v i d ,  concrete images, but r a t h e r  a view of 
n a t u r e  from a f a r .  He lacks  the  vividness and s p e c i f i c i t y  
t h a t  he a s k s  f o r  i n  the  t r u e  poet. 
Emerson a s k s  f o r  s impl ic i ty  i n  mants r e t u r n  t o  nature.  
Yet Emerson, i n  h i s  s i m p l i c i t y ,  implements hyperbole and 
euphuisms of nature--a f a r  cry from the  s impl ic i ty  he 
applauds  i n  h i s  essays.  
L i t e r a r y  devices  used by Emerson oftentimes a r e  not 
unique,  but  borrowed from the w r i t e r s  of the  past .  Emerson 
seems w a i n  t o  say  t o  the w r i t e r s  of the fu tu re :  Do not 
w r i t e  as I w r i t e ,  hut  as I t e l l  you t o  wr i te .  Xmerson seems 
unable t o  show h i s  t r u e  f e e l i n g s ;  he is too  sophis t ica ted  t o  
l i e  on t h e  ground and see  nature c lose ly  and minutely as 
Thoreau succeeds i n  doing. 
I n  s p i t e  of 2mersonts problems i n  developing the 
complex concept of na tu re ,  he i s  ab le  t o  achieve t h i s  
development t o  a degree.  He does show a f a i t h f u l  p ic ture  of 
n a t u r e  as t h e  e t e r n a l  t r i n i t y :  Truth, Soodness, and 3eauty. 
1 
I n t e l l e c t  is  primary and nature is  secondary t o  
Emerson; thus  h i s  l a w  of na ture  summarizes h i s  philosophy. 
Throuah na tu re  Smerson is  ab le  t o  wr i te  concretely of h i s  
'1bid. -, "The Transcendental is t .  It p. 101. 
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t heory  of correspondences,  h i s  u n i t y  i n  v a r i e t y  theory, h i s  
t heory  on organ ic  symbols, and h i s  t ranscendental  ideas. 
T h i s  concre teness  i n  h i s  t h e o r i e s  would not be possible  with- 
o u t  t h e  use  of l i t e r a r y  devices .  
Emerson c e r t a i n l y  s t r e s s e s  the  importance of f i g u r e s  
of speech i n  h i s  development of the  language sec t ion  i n  
Nature and i n  h i s  essay ,  "The Poet.I1 Although not  as 
concre te  as Thoreaufs ,  Emerson's s t y l e  is an  extension of 
h i s  theory .  He r e l i e s  on imagery, symbols, and metaphors t o  
make h i s  e s s a y s  r i c h  i n  epigrams. Emerson t r i e s  t o  use 
common sense ,  moderation,  simple s t y l e  and everyday 
exper i ences ,  y e t  he has  l fe leva t ion  and i n t e n s i t y  conveyed by 
t h e  symbol. 1 
One can env i s ion  na ture  as t he  'Ibeautiful mothern and 
unders tand  Emerson's poin t  of view. Though some authors  nay 
excel beyond Smersonls s t y l e ,  Emersonrs uses of v i s u a l  
Imagery and p e r s o n i f i c a t i o n  a r e  outstanding examples of how 
to e n r i c h  one 's  imagination,  how t o  c l a r i f y  one's ideas ,  and 
how t o  v i v i f y  t h e  image f o r  t h e  word nature.  
I Allen ,  op. G., p.  
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